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ABSTRACT 
Since the end of 20th century, Korean churches have awakened to the importance 
of culture, cultural products, and culture-making in discipling Christians and evangelizing 
non-Christians. In particular, popular culture has become very important for practicing 
evangelism in the context of Korean Christianity because pop culture is enjoyed by a 
large segment of the population and thus provides a natural bridge between Christians 
and non-Christians.  
This dissertation examines Korean churches’ pervasive mimetic use of popular 
cultural elements that Christians and non-Christians relish, such as movies, plays, and 
popular music styles. While Korean churches introduced these slightly modified 
materials from popular culture as “parodies,” I argue that they are instead pastiches, and I 
explore the extent to which these pastiches are able to play a role as significant, though 
problematic, evangelistic media in the context of Korean Christianity. Since this practice 
encompasses Christian evangelism, popular culture, and the relationship of those two by 
a particular artistic technique, I approach the study of evangelistic pastiches both 
theologically and aesthetically studying their practical, theological role within the church 
 vii 
 
setting.  
The dissertation argues that pastiches are combinations of imitated images that do 
not contain any substantive messages. When it comes to utilizing pastiches in 
evangelistic practices, the interesting and entertaining, but ultimately hollow, messages 
distort faithful witness to the gospel by emptying it. I suggest that evangelistic pastiches 
are simulacra that only communicate a hyper-gospel. Parody, by contrast, is a creative 
production that makes of Christianity and popular culture a new, culturally hybrid form 
with the capacity for building a robust relationship between Christianity and popular 
culture. Parody can play a positive role in enriching Christian evangelism by providing a 
substantive means to witness to the kingdom of God by providing a Christian perspective 
on and critique of culture and its concerns. Parody creates a point of contact between 
Christians and non-Christians from which Christian evangelism can be initiated.   
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CHAPTER ONE 
INTRODUCTION 
  
Statement of the Problem 
When the Korean pop musician Psy swept the virtual and real world with his song 
titled “Gangnam Style,” a Korean church made an imitation of his music video and 
uploaded it on YouTube.1 Despite its flimsy quality, this video titled “Church Style” 
succeeded in engaging public attention.2 In an interview in Kukmin Daily, the pastor who 
produced “Church Style” and imitated Psy in the video said that he created a copy of 
Psy’s “Gangnam Style” with an evangelistic purpose in his mind.3 He intended to 
produce a video affirming that the church is open to the world in the hope that people 
who watched the video would come to church. He added that the church should open its 
                                                     
1 On July 15, 2012, Psy released “Gangnam Style” as the lead single of his sixth 
album and uploaded his music video on YouTube. Soon, it gained tremendous popularity 
and became the most-watched YouTube video. On December 22, 2012, his music video 
became the first YouTube video to reach one billion views. See Jung Joon Kim, 
“Gangnam Style: its Cultural Literacy and the Tasks of Christian Mission,” in K-Pop 
Wave and K-Christianity, ed. Korean Society for Theology of Culture (Seoul: Dong 
Yeon, 2013), 299-301.   
   
2 According to Kukmin Daily, “Church Style” reached 110,000 views in its first 
week of release. “Church Style Amazed Psy,” Kukinews, last modified August, 20, 2012, 
accessed November 11, 2014, 
http://news.kukinews.com/article/view.asp?page=1&gCode=kmi&arcid=0006362332&c
p=nv.  
 
3 Kukmin Daily is the first Korean Christian daily newspaper. It was established in 
1988 with the financial support of Yoido Full Gospel Church. Now, Kukmin Daily is the 
only religious daily press counted as one of the ten largest newspapers in Korea. Deok 
Man Bae, “The History and Vision of Kukmin Daily,” in Creative Christians in the Age 
of Culture, ed. Young Hoon Yoon (Seoul: Duranno Academy, 2010), 345-350.  
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doors to the world in order to follow Jesus’ command for Christians to become salt and 
light in the world.4  
The “Church Style” music video is only one example of a widespread 
phenomenon of evangelistic imitations of popular culture created by Korean churches as 
a way of demonstrating their invitation to the world by appropriating popular culture. In 
fact, imitation of popular culture is widely used in various fields – both religious and non-
religious – of Korean society. It is certainly true that insofar as an imitation directly 
presents slightly modified imitations of particular features of popular culture, it is a useful 
means of attracting people’s attention. People tend to be drawn to cultural contents with 
which they are familiar.5 Korean churches take advantage of the popular cultural trend of 
creating imitations for the sake of evangelism. They create mimicries of popular culture 
that both Christians and non-Christians relish; they produce flyers promoting church 
events that imitate images of famous movie posters, sing popular songs slightly changing 
the lyrics to include religious terminology and references, and produce video clips that 
copy popular music videos, TV shows, or movies.6 Thus, imitation is widely used for the 
                                                     
4 Kukinews, “Church Style Amazed Psy.” 
 
5 Se Jong Park, “What is Cultural Mission?” in Theory and Practice of Cultural 
Mission, ed. Center for Cultural Communication (Seoul: Je Young Communication, 
2011), 43-50. 
 
6 There are considerable numbers of the examples of the evangelistic parodies in 
Korean Christian context both online and offline. For example, when the movie, 
Avengers, was released in Korea, many churches made posters of “Amengers” that 
promoted church events by replacing the faces of the superheroes with the faces of their 
pastors or church members. Even when the Korean film noir, New World, hit the box 
office, a Korean church made a video clip that advertised its retreat by mimicking several 
scenes of the movie that contained violent lines and performances. A praise worship 
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sake of Christian evangelism in South Korea, as a way of providing people in and out of 
the church with a point of contact. In particular, imitations of popular cultural contents 
are less religious so that they are able to reach people who find it a strain to consume 
media that is more explicitly Christian. 
Of course, it is possible to consider these imitations as only entertaining media 
that Korean Christians create just for fun. Those contents contain puns of technical 
Christian terms that Christians enjoy as a kind of “inside joke.” The imitations promoting 
particular church events are pleasurable for Korean Christians who are familiar with 
those events. For example, one of the humor codes that Korean Christians share within 
those imitations is the contrast between pastors who persuade church members to attend 
those events by all means and church members who stubbornly resist attending.  
When it comes to approaching these imitations of popular culture from the 
standpoint of non-Christians, however, the meaning of those imitations is more than mere 
religious entertainment. Since non-Christians are not familiar with technical church 
terms, church events, or the atmosphere and the humor codes of Christians, they are more 
likely to consider those imitations as reflecting characteristics of Christianity. Some non-
Christian viewers begin to think that churches are communities where they can enjoy 
                                                     
leader appeared in a singing competition TV show and sang several popular songs that he 
slightly changed some expressions of the original lyrics into church terms which 
Christians use only within Christian contexts. Furthermore, a Korean mega-church 
distributed an evangelistic flyer that copied a supermarket sweepstakes. Another mega-
church created evangelistic material that contained only the faces of female members of 
the young adults group with an advertising copy of “do you want to have a girlfriend?” 
by parodying a famous matchmaking TV show.    
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interesting activities, which is not exactly true. However, it is more likely that most non-
Christian viewers may find the media superficial and hallow imitations that contain no 
serious messages. They may even be disappointed with the clumsy quality of those 
media. Any careful observer of Korean society will notice that the responses to various 
kinds of imitations of popular culture uploaded online are of two types: (1) Christians’ 
responses are full of praise for the creativity of those imitations, while (2) non-Christians 
show unfavorable attitudes toward those media.7   
Regardless of the original intentions of the creators of those imitations, whether 
they make those imitations for evangelistic purposes or not, the imitations of popular 
culture act as evangelistic media in that every contact between Christians and non-
Christians is the starting point of evangelism. Despite the significant usage of copies of 
popular culture as a means of evangelism in the context of Korean Christianity, however, 
it is difficult to find serious theological studies of them, even though there have been 
several theological works written on the relationship between Christianity and popular 
culture more generally in Korean theological academia. Korean churches describe their 
evangelistic imitations of popular culture as “parodies,” but there have not been serious 
academic or artistic studies of this widespread phenomenon, or what exactly is meant by 
parody in this context. 
                                                     
7 As mentioned, many Christian imitations are uploaded online and many internet 
users, including Christians and non-Christians, respond them in the form of online 
repliers to those online postings. One can easily find that Christians’ and non-Christians’ 
responses obviously split in two types, compliments and criticisms.   
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This dissertation argues that understanding parody and its intended use as an 
evangelistic technique is imperative in exploring and evaluating the ministerial 
application of popular media in the context of Korean Christianity. This is because the 
media determine the characteristics of their messages, as Marshall McLuhan insists.8 A 
medium that does not fully perform the meaning of parody, for example, will deliver a 
less parodic message – and may even deliver an entirely different message from what one 
hopes or expects. The primary purpose of this study is not ultimately to offer criticism of 
the current phenomenon of using imitations of popular culture for the sake of evangelism. 
Rather, I examine those imitations theologically, especially the artistic technique of 
parody, and explore the possibility of using parody as a better way of providing 
imitations of popular culture not so much as superficial entertainment but as a serious 
way of communicating the gospel. In other words, I will argue the importance of using 
parodies of popular culture as evangelistic media.  
In this dissertation, I study the extent to which parodies of popular culture play a 
role as a significant evangelistic approach in the context of Korean Christianity and how 
a Christian theology of evangelism might evaluate that evangelistic approach. Since this 
particular practice encompasses Christian evangelism, popular culture, and the 
relationship of those two by a particular artistic technique (parody), I examine the 
evangelistic method both theologically and aesthetically studying its practical, theological 
role in Korean Christianity. I attempt to provide a theological and cultural-aesthetic 
                                                     
8 Marshall McLuhan, The Understanding of Media: the Extension of Man 
(Cambridge, MA: The MIT Press, 1994), 25. 
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evaluation of parody that includes its positive potential within evangelistic practice. But, I 
also look at ways it might be an unfortunate medium for communicating the radical and 
counter-cultural nature of the good news. Lastly, I place into conversation with 
evangelistic parodies of popular culture a theory of cultural hybridity that builds on the 
work of such scholars as Kathryn Tanner, Robert Young, and Homi Bhabha. I explore the 
question of how parodies of popular culture hybridize Christianity and popular culture 
and what that means for Christian evangelism. 
 
“The Cultural Mission” Approach to Evangelism 
As a backdrop to this study, it is essential to understand the “cultural mission” 
approach to evangelism that has had a powerful recent influence in Korean Christianity. 
Sung Bin Yim, who is the chair of the Academy of Korean Cultural Mission, defines 
“cultural mission” as an evangelistic strategy with two primary presuppositions.9 First, 
culture (and not merely individual persons) should be transformed by the Christian gospel 
or, to put it another way, culture is the object of Christian evangelism. Second, culture is 
a medium through which (or tool by which) Christians practice evangelism. For the 
                                                     
9 Cultural mission is also called the “Christian cultural movement” or “Cultural 
ministry.” According to Yim, “Christian cultural movement” generally designates 
cultural missional ministry practiced outside the church, while “cultural ministry” 
describes ministerial practices using cultural contents within the church. Thus, Yim 
states, the concept of “cultural mission” encompasses both “Christian cultural 
movement” and “cultural ministry.” Sung Bin Yim, Theory and Practice of Cultural 
Mission, ed. Center for Cultural Communication (Seoul: Je Young Communication, 
2011), 154-159. 
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“cultural mission” approach, every realm of human culture must be transformed in 
accordance with the Christian gospel and thus realize the kingdom of God in this world.10  
As I document in Chapter 2, the cultural mission strategy emerged in the early 
1990’s, but Korean churches have gone on to implement that approach in a more robust 
way than Yim initially advocated. Some have come to regard cultural mission as a 
solution to the religious stagnation that Korean churches experienced in the late 20th 
century.11 They construed the coming 21st century as an age in which culture-making 
would be far more critical than it was for Koreans in the decades immediately following 
the Korean War and the dramatic economic growth of Korean society; and they 
anticipated the emerging importance of cultural materials, particularly popular culture.12 
Many Korean churches and their pastors have appropriated the cultural mission 
movement to deliver the gospel and invite non-Christians with an evangelistic means they 
                                                     
10 Sung Bin Yim, 155. 
 
11 Some scholars have a different viewpoint on this time period. They think it was 
a time when the digital technology, such as Internet, Digital cameras, and Photoshop, was 
rapidly advanced. As the digital technology overwhelmed Korean society, Korean 
churches actively accepted and utilized it in various fields of ministry, such as worship 
services, management of communities, and production of promoting materials. 
Eventually, they could have an easy access to the materials of popular culture and utilize 
them to enrich their ministerial contents. Young Hoon Yoon, “Today’s Korean 
Evangelical Movement, Culture, and Media,” in Transforming Korean Churches and 
Evangelical Movement, ed. Jong Hyun Park, (Seoul: Duranno Academy, 2011), 207-208, 
223-225.    
 
12 Sun Il Kim, The Heritages of Evangelism: The Future of the Aged Gospel 
(Seoul: SFC, 2014), 273-284. 
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understood to be in tune with the time, a time that accentuates the importance of 
culture.13  
In a way that is parallel to the seeker-sensitive evangelistic approaches of mega-
churches in the United States and elsewhere, popular culture became very important for 
Korean churches because it is enjoyed by a large segment of the population and thus 
provides a natural bridge between Christians and non-Christians. Korean churches began 
to bring popular culture into the church and utilize it for the sake of cultural mission 
especially relying on such practices as the seeker-sensitive worship service and 
contemporary Christian music.14 Both of these Christian practices utilize popular cultural 
elements that non-Christians relish, such as movies, plays, and popular music styles, so 
that persons would turn to and look favorably on churches.15  
However, there are voices that are concerned about Korean churches’ 
appropriation of popular culture. In Theology of Culture, Jung Suk Lee introduces several 
                                                     
13 Young Han Kim, Korean Christian Culture and Reformed Faith in the 21st 
Century (Seoul: Je Young Communication, 2008), 375-380.   
 
14 In his article, Se Jong Park introduces using popular culture as a tool for 
evangelism as a way of the cultural mission. He states that a proper appropriation of 
popular culture can initiate communication between the church and the world. Se Jong 
Park, 39-40, 46.     
 
15 In his book, Eyes Wide Open, William Romanowski pays attention to the fact 
that evangelical Christians frequently appropriate styles from popular culture for 
evangelistic purposes. He calls the productions of these evangelicals, such as CCM, as 
“confessional artworks” because they utilize popular cultural contents to approach non-
Christians and deliver the gospel effectively. William Romanowski, Eyes Wide Open: 
Looking for God in Popular Culture (Grand Rapids, MI: Brazos Press, 2007), 30-32. 
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responses that Korean churches have taken to modern culture.16 As one of those 
responses, Korean churches design multimedia ministries, such as seeker-sensitive 
services or praise and worship services, that imitate popular cultural events or concerts 
that have succeeded in the market of mass media culture.17 As those worship services 
have become trendy in Korean Christianity, Lee continues, Korean churches have 
standardized this form of cultural ministry (and mission). They have come to regard 
worship services utilizing popular culture as culturally refined ones that exemplify the 
only correct way of practicing Christian ministry in relation to modern culture.18 Lee 
argues that Korean churches have tended to believe that an appropriation of popular 
culture is the (only) correct missional approach in the 21st century. Starting with the 
seeker-sensitive worship services and contemporary Christian music (CCM), Korean 
churches have gradually increased the level of their appropriation of popular culture. 
They have now reached the level that they plainly copy popular culture and create 
evangelistic parodies.  
However, this dissertation argues that the parodies of popular culture are 
theologically more significant than what Lee sees as taking place within the Korean 
Christian context. Certainly, the way Korean churches appropriate the contents of popular 
                                                     
16 Lee presents the categories of Korean churches’ responses toward modern 
culture as liberalism, cultural conservatism, cultural absolutism, cultural relativism, and 
cultural separatism. Jung Suk Lee, Theology of Culture (Seoul: International Theological 
Seminary, 2012), 25-28. 
 
17 Jung Suk Lee, 157-158. 
 
18 Lee classifies this cultural response that Korean churches take as “cultural 
absolutism.” Ibid., 27. 
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culture for the sake of evangelism is based on a pragmatic understanding of the cultural 
mission theory. As Lee points out, those evangelistic media reflect the fact that Korean 
churches excessively seek culturally refined Christian practices. Except for their 
utilitarian approach to popular culture, Korean churches desperately concern about 
forming a culturally trendy community that would be attractive to non-Christians. It leads 
them to overlook the necessity of reviewing the artistic and theological meaning of their 
evangelistic methods – and in particular, the way they appropriate popular culture for the 
purposes of evangelism. 
A parody is an artistic technique that creates more than a simple imitation of the 
original work; a work of parody is a new, creative representation of the original that 
particularly emphasizes its difference.19 Using parodies of popular culture as a means of 
delivering messages about Christianity means, therefore, more than a pragmatic 
utilization of popular culture. Instead, it is a process of relating two cultural entities, 
Christianity and popular culture, and it would end up by offering a creative cultural form 
that reinterprets and represents the cultural elements belonged to both cultures. But that is 
not what is not happening in the widespread copying and imitations of popular culture 
within Korean Christianity, despite the fact that the term “parody” is often used to 
describe these imitations. This study engages a theory of cultural hybridity that lends 
itself to seeing more in parodies of popular culture insofar as they hybridize Christianity 
and popular culture (rather than the former merely appropriating the latter, as in Lee’s 
                                                     
19 Linda Hutcheon, A Theory of Parody: The Teachings of Twentieth-Century Art 
Forms (Chicago: University of Illinois Press, 2000), 33. 
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view).20 In his article, “Cultural Translation as Hybridisation,” Robert Young states that 
insofar as it is intermingled with other cultures, a cultural form loses its original implicit 
values and patterns.21 Similarly, parodies of two, or more, cultures end up instead with 
the hybridization of those cultures. The outcome of the cultural hybridization does not 
belong to its original cultures. As mentioned above, what is produced is an alternative 
cultural form that creatively differentiates itself from those original cultures.22  
My working hypothesis is that parody is precisely this creative aesthetic 
production that makes out of Christianity and popular culture a new, culturally hybrid 
form. This hybridization is not something to be feared or rejected for the sake of 
evangelism, or so I will argue. On the contrary, it is the crass imitations of popular 
culture without the hybridity of genuine parody that are inadequate for the church’s 
evangelistic mission. This study attempts to examine how this happens and to suggest 
aesthetical judgments for the practical usage of the particular artistic technique of parody 
within the church setting. My study also explores the theological ramifications of cultural 
parodies of popular culture for Christian witness within Korean society. It ultimately 
seeks a robust way of hybridizing Christianity and popular culture to practice Christian 
evangelism in the era in which the meaning of culture and cultural approaches are far 
more significant than ever before.   
                                                     
20 Homi Bhabha, The Location of Culture (London: Routledge, 1994), 66, 272. 
 
21 Robert Young, “Cultural Translation as Hybridisation,” Trans-Humanities 5, 
no. 1 (2012): 155-159.  
 
22 Robert Young, Colonial Desire: Hybridity in Theory, Culture and Race 
(London: Routledge, 1995), 193-194.  
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Parody, Pastiche, and Simulacra 
(1) The Aesthetical Approach to the Evangelistic Imitations of Popular Culture 
The Concept of Parody 
Linda Hutcheon affirms that a parody is an artistic technique by which an artist 
“re”presents the original artwork.23 Her definition emphasizes that what marks an artwork 
as a parody is not only its similarity to the original material that it appropriates but also 
its difference from the original.24 A parody artist expresses his/her message through the 
irony that is created by the contrast between similarity and difference. She explains that 
difference is the indispensable characteristic of parody that distinguishes parody from 
other artistic techniques of imitation. A parody without the intentional difference is a 
simple copy of the original artwork, which delivers nothing but an echo of the original 
artist’s message.  
According to Hutcheon, parody makes differences by “trans-contextualizing” and 
“inverting” the contents of the original artworks. A parodist edits the texts or images of 
the sources, or he/she can even completely change the structure of the original.25 
Depending on how the parodist interprets the parodied works, the new work can have 
various kinds of differences. Hutcheon explains two kinds of significant differences that a 
                                                     
23 Hutcheon, 62. 
 
24 Ibid., 32.  
 
25 Ibid., 6-8. 
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parodic piece of art can create. She states that the characteristic of a parody is 
differentiated according to the artistic intention of the parodist.  
First, a parodist creates an imitation to express his/her criticism of an existing 
artwork or an artist. The parodist ridiculously edits a part of the original piece of art so 
that the parody mocks the original. This kind of parody represents the original by 
showing a sharp contrast with it. Second, a parodist also makes a mimicry of an artwork 
to express his/her respect for an existing artwork or an artist. Unlike the satirical parodies, 
this kind of parody “recontextualize” the original artwork.26 A parodist reinterprets the 
meaning of the original so that he/she gives prominence to its value. 
In either way, a parody is an artistic technique that aims more than simply to 
create images similar to the original artwork; it produces a critical distance from its 
artistic source so that a parodist presents his/her understanding of the original piece of art. 
The critical distance provided by an artist mixing the appropriated part of the genuine 
artworks and the newly incorporated contents present a singular contrast to the originals. 
People who discern those distinctions eventually understand the intention of the parodist 
reflected in his/her parody works. Therefore, Hutcheon defines a parody as a “repetition” 
of the original artwork with a difference that creates a distance between the parodied and 
the parody.27 Based on this concept of parody, it is possible to conclude that one cannot 
describe an artwork as a parody only because it looks similar to an existing piece of art. 
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The key to creating a parody is to deliver a message through images that are intentionally 
transformed.  
 
The Concept of Pastiche of Fredric Jameson 
Meanwhile, there is an artistic term that designates a simple copy of an existing 
image. Unlike parody, which majorly involves intentional editing, this kind of imitation 
seeks nothing but duplicating the existing images. Fredric Jameson introduces this artistic 
technique as pastiche. According to him, pastiche is a unique style of the art newly 
appearing in postmodern society. Jameson affirms that “depthlessness,” which is marked 
by superficiality and formality, is an indicator that distinguishes postmodern society from 
modern society.28 People of modern society once had the dualistic depth models which 
made them think every object had essence and appearance, the inside and outside. As the 
subjectivity of artists dissipates, and unique aesthetic views of those artists become 
insignificant under the influence of postmodernity, pastiche appears as a stylistic 
alternative to parody.29 
In the context of the depthless postmodernism, the only way to create an artistic 
genre is imitating the styles that already existed in the history of arts.30 In this vein, 
                                                     
28 Fredric Jameson, Postmodernism or the Cultural Logic of Late Capitalism 
(Durham, NC: Duke University Press, 1992), 9. 
 
29 Fredric Jameson, The Cultural Turn: Selected Writings on the Postmodern 
1983-1998 (London: Verso, 1998), 19. 
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Jameson’s argument that pastiche is an artistic form of postmodernism is reasonable 
because pastiche is a technique it merely extracts and combines images of the past 
artworks. Jameson describes pastiche as a deformed parody. It does not engage specific 
purposes, such as satirizing the intentions of the authors or making caricatures of the 
original styles.31 Pastiche neither cares about the intentions of the authors nor aims at 
lampooning the originals. Without any principles, it imitates arts recklessly and muddles 
up styles to create entertaining outputs.  
It is impossible for the viewers of pastiche to imagine the meaning of the original 
artworks or to understand the intention of the pasticheur. The elements that consist a 
pastiche are images randomly selected and blended without principles. Of course, a 
pastiche can draw attention from viewers by visually stimulating them. People tend to be 
attracted by familiar images. It is why many advertising companies use the technique of 
pastiche to create commercials.32 However, it is necessary to review whether the 
effectiveness of pastiche in the field of advertisement works same as in the field of 
Christian evangelism.   
In this vein, Hutcheon’s concept of parody and Jameson’s understanding of 
pastiche suggest important lenses for the analysis of Korean churches’ evangelistic 
parodies of popular culture. When it comes to comparing the definitions of both artistic 
skills, it is difficult to interpret what Korean churches make of pop arts as “parodies” as 
                                                     
31 Jameson, Postmodernism or the Cultural Logic of Late Capitalism, 16-18. 
   
32 Jung Woo Kim, “The Aspects of Practical Use of Intertextuality in 
Broadcasting Advertising – Focused of Parody – Advertising,” Korean Linguistics 51 
(2011): 8. 
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many Korean churches introduce their evangelistic media. Those Christian imitations of 
the contents of popular culture rarely contain materials with which one easily analogizes 
the meaning of the original artists. They also aim at neither lampooning the artistic styles 
other artists nor appraising other artists’ achievements.  
The evangelistic imitations of popular culture Korean churches take forms of 
popular culture and appropriate their contents to produce materials that stimulate the 
curiosity of people outside the church. Thus, this dissertation asks questions about the 
aesthetic meaning of the evangelistic practice of “parody” of popular culture, whether 
what is really taking place is “pastiche.” It follows with an argument about the 
significance of this practice for the practice of sharing the gospel in faithfully embodied 
ways as an invitation to non-Christians to reorient their lives. It explores the question of 
whether a merely pragmatic (and shallow) appropriation of popular culture through 
pastiche undercuts the evangelist’s robust engagement with culture by failing to take it 
seriously. 
 
(2) The Philosophical Approach to the Evangelistic Imitations of Popular Culture 
Jean Baudrillard: The Theory of Simulacra and Simulation            
Jean Baudrillard’s theory of simulacra provides a hermeneutical lens for the 
philosophical interpretation of Korean churches’ imitation of the contents of popular 
culture. According to him, in modernity humans produce imitations to represent reality. 
Arts reproduce nature, and signs and symbols reflect the order of reality. Representation 
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is based on the equivalence of the values of images and reality.33 Thus, people appraise 
the value of representations according to how much those counterfeits resemble reality.34 
Reality maintains its indisputable position as the subject of every representation of the 
world. In a postmodern cultural situation, however, the boundaries between reality and 
counterfeits are collapsed and the notion that these imitations are meaningful in so far as 
they represent reality dissipates. The order of reality-imitations is inverted so that 
imitations present – not “re”present – reality. People recognize reality only through the 
images that counterfeits create. Images of the imitations become the standards by which 
people evaluate reality.35 As a result, imitations overwhelm reality. Baudrillard calls this 
new postmodern situation “hyperreality.”36  
Baudrillard argues that in the world of hyperreality the imitations replace the 
essence of reality. He calls these imitated images “simulacra.”37 Simulacra are mere 
produced images. However, these images are more reality-like than reality so that people 
come to consider simulacra as the reality in which they live. Simulacra dominate every 
realm of human life, even the realm of religion. Baudrillard instantiates the phenomenon 
                                                     
33 Jean Baudrillard, Simulacra and Simulation, trans. Scheila Faria Glaser (Ann 
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34 Charles Levin, Jean Baudrillard: A Study in Cultural Metaphysics 
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that a simulacrum replaces divinity with the example of icons and iconoclasts. According 
to him, icons were originally invented as the visible representation of the invisible deity. 
However, the simulacra of divinity, namely icons, reversed their given roles and violated 
the realm of presentation of divinity. As people accepted icons as divine substances, the 
“pure” or “original” images and ideas of God were finally replaced by icons. The 
simulacrum of God filled in God itself. That is, Baudrillard states, what Iconoclasts 
worried.38  
Based on Baudrillard’s concept of simulacra, which affects the realm of religion 
as well as other human cultures, this dissertation asks whether the phenomena of hyper-
reality and simulacra likewise characterizes the practice of evangelism as it is sometimes 
carried out in relation to popular culture. If what Christians have to offer the world is a 
simulacrum of the good news, has the latter been dislocated from its moorings in the 
proclamation of Christ and in the ecclesia called forth by him in the world as an 
embodied witness to God’s reign?39  
Baudrillard’s theory also suggests a way to reflect on the messages that Korean 
churches deliver through evangelistic imitations. The dissertation asks whether Korean 
churches deliver simulacra to non-Christians instead of the good news of the peaceable 
kingdom of God, when they attract people from outside the church by utilizing pastiches 
of pop culture. It explores whether the amusement that Korean churches’ pastiches 
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39 Bryan Stone, Evangelism after Christendom: The Theology and Practice of 
Christian Witness (Grand Rapids, MI: Brazos Press, 2007), 31. 
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produce itself becomes the (hyper) reality of God’s reign and whether people who 
encounter Korean Churches’ simulacra come to think of Christianity as one more form of 
entertainment within a culture of simulacra-based entertainments. The philosophical 
approach to the imitations of popular culture ends up with an examination of the 
possibility that the entertaining simulacra inevitably come to substitute for the radicality 
and strangeness of the gospel so that evangelism becomes a practice of delivering 
messages that are actually irrelevant to the good news, if not an obstacle to it.   
 
(3) The Theological Interpretation of Imitations of Popular Culture as a Means of 
Evangelism 
Employing insights from the aesthetical analysis of the form and the philosophical 
examination of the content of the evangelistic “parodies,” this dissertation takes up a 
theological discussion on the possibility that the pragmatic usage of the artistic technique 
of parody can be both faithful and effective evangelistic methods. For the theological 
argument, this project mainly employs three different scholars’ understanding of 
Christian evangelism.  
 
Christian Evangelism: The Faithful Embodiment of God’s Reign 
In his book, Evangelism after Christendom: The Theology and Practice of 
Christian Witness, Bryan Stone affirms that Christian evangelism is a creative and 
imaginative practice of Christians. He emphasizes that it should be differentiated from 
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the consumerist means of marketing the church to non-Christians.40 Rather, it is one of 
the most significant ecclesial practices in defining the church’s relationship with the 
world. Christians practice evangelism by faithfully witnessing God’s peaceable reign, and 
the measure of evangelism practiced well is the faithful, or virtuous, performance of that 
witness in the world as both gift and demand, beyond the consumerist logic of exchanges. 
When Stone describes evangelism as a practice, it emphasizes that the faithfulness 
of Christian evangelism depends on how it accomplishes its internal values, namely the 
virtues of the kingdom of God. The statement that Christian evangelism is a practice does 
not necessarily mean that every feature of the Christian life is evangelistic.41 Rather, 
evangelism as a practice means the implicit witness of the gospel that the church 
practices by its peaceful and subversive existence in the world. At the same time, 
evangelism as a practice includes the explicit proclamation of the gospel and the 
intentional invitation to God’s reign. The key to practicing evangelism is not to pursue a 
substantial outcome, such as the numerical growth of church members, but to aim solely 
to witness the peaceable kingdom of God faithfully. 42 
Stone’s understanding of evangelism does not seek a pragmatic method with 
which Christians successfully draw people into the church. As he insists, evangelism does 
not necessarily create a tangible outcome. Insofar as Christians faithfully bear the witness 
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of the good news, it is the end of practicing Christian evangelism.43 His theory supports 
this dissertation to evaluate Korean churches’ evangelistic imitations of popular culture. 
Based on Stone’s concept of evangelism, this study asks whether Korean churches’ 
evangelistic media can be a means that presents the features of Christians’ faithful 
embodiment of the gospel or they simply deliver the superficial images of Christians 
which are less rrelevant to the values of God’s reign.  
 
Christian Evangelism: Initiation into the Kingdom of God 
 William Abraham affirms that Christian evangelism is a proclamation of the 
gospel. For him, the gospel is a narrative about the kingdom of God. According to 
Abraham, the kingdom of God was inaugurated in this world when Jesus came to the 
world. After the death and resurrection of Jesus, it has been shared by the church and also 
it has been sustained by the Holy Spirit throughout human history. The Kingdom of God 
is coming and will be completed when Jesus comes back to this world.44 As the followers 
of Jesus, Christians should witness this new, mysterious reality until its completion.  
Abraham tries to enrich the conception of evangelism as proclamation. Christian 
evangelism is intimately related to communicating the kingdom of God. It means that 
Christians should lead people to accept the new reality through suitable experiences, rites, 
and instruction. Through the process of initiation, the receptors of the gospel become 
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equipped as the people who belong to the kingdom of God. They encounter a 
transcendent reality that has realized in human history.45 They find themselves as a part 
of the ultimate purpose of God’s salvation and liberation. They also come to believe 
certain ideas about the triune God, about God’s kingdom, and about themselves. 
Initiation also instructs the receptors about the theological and moral traditions of 
Christian communities that serve as a code of conduct of the people of God’s kingdom. 
Initiation includes a process through which the receptors become agents of the kingdom 
of God. The initiation process ultimately supports those agents with spiritual disciplines 
that help them to sustain their life of commitment to the rule of God.46 
According to Abraham, the practice of evangelism should be linked to a 
catechetical process which he names as initiation. As mentioned above, through the 
initiation into the kingdom of God, people become agents who ultimately aim at fulfilling 
the works of the kingdom. Through the initiation process, people confront a call to 
repentance and conversion. They participate in the death and resurrection of Christ 
through baptism. Finally, they devote themselves to new moral orders which Jesus 
commanded his disciples to follow.47 Based on this understanding of Christian 
evangelism, this dissertation analyzes whether the evangelistic media that Korean 
churches created by imitating the contents of popular culture can initiate the viewers of 
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those media into the kingdom of God.  It also reviews whether those evangelistic 
methods contain any features which help the viewers to understand Christianity and the 
meaning of being Christians.  
 
Christian Evangelism: Churches Reaching Secular People 
In his book, How to Reach Secular People, George Hunter attempts to provide 
practical guidelines of how to communicate the gospel to the people of the Western 
society. The primary concern of Hunter’s concept of evangelism is the secularization of 
the West.48 He insists that the paradigm of the western society has been shifted 
Christendom to secularization. The church once influenced over every realm of the 
western civilization.49 However, the influence of the church has waned as the western 
society passed through modernity and postmodernity.  
Instead, secularity replaced the role of the church as the powerful entity over the 
West.50 Despite the apparent contextual transition, the western church still behaves as 
though Christendom is still influential. Christians, as well as ministers, do not recognize 
the fact that Western civilization is not Christian anymore; it turns into a “vast mission 
field.”51 Therefore, Hunter suggests that Christian evangelism should start from 
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understanding the characteristics of the secular people in the Western society and 
continue to designing proper evangelistic strategies to approach them. 
According to Hunter, secular people are ignorant of Christianity and have doubts 
and negative views on the church. Since the primary mission of the church is leading the 
lost people to Christianity, Christians should practice evangelism flexibly depending on 
the characteristics of the secular people. He suggests that evangelistic ministry should be 
a ministry of instruction. It responds secular people’s questions and doubts by having a 
conversation with those non-Christians. Evangelism is also a ministry in which the 
secular people can meet credible Christians who resolve their negative views on the 
church and offer ministries that meet their needs. These strategies present how to initiate 
evangelism. After Christians succeed in reaching the secular people, Christian 
evangelism should take a step forward to carry out its essential task; communicate the 
message of Christianity to the secular people. 
Hunter notably suggests seriously considering the preferences of the secular 
people and modifying the tone of the messages when Christians practice evangelism. For 
example, he advises developing seeker sensitive ways of evangelism. By referring several 
successful cases of strategically designed worship services, he urges Christians to 
implement various techniques, such as contemporary music style and non-traditional 
worship services, in their ministries of evangelism.52  
                                                     
52 Hunter, 72-74. 
 
25 
 
 
 
Comparing to Stone and Abraham, Hunter defines Christian evangelism in a more 
practical manner. He emphasizes that Christians should employ productive skills to 
persuade the secular people to accept the gospel and to find a place to settle down within 
the church. Based on Hunter’s concept of evangelism, therefore, this dissertation explores 
whether the imitations of popular culture can be counted as practically strategic means of 
evangelism. In particular, this study seeks how those imitations respond to the concerns 
of non-Christians and how they eventually lead the viewers to the church.  
 
(4) Parody of Popular Culture as a Robust Way of Practicing Christian Evangelism 
 According to Kathryn Tanner, Christian identity is constituted through the 
relation of cultural elements from elsewhere.53 She argues that Christianity not be 
independent cultural entity, but a subset of human culture as other cultural entities are. 
Within the broader frame in which various cultural entities are intermingled, Christians 
use not only Christian values but also other cultural materials to create the wholeness of 
the Christian way of life. Thus, churches as “communities of argument” consistently 
criticize and evaluate the extent to which certain Christian practices are associated, 
perhaps uncritically, with other cultural materials.54 In other words, churches endlessly 
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search for cultural hybridity that establishes Christian identity in conjunction with other 
cultural values.55  
Building on Tanner, it is possible to imagine a culturally hybrid form of 
Christianity and popular culture that shares common cultural elements. The cultural 
hybridity is a concept that post-colonist scholars, such as Robert Young and Homi 
Bhabha, present to describe the situation in which two, or more, different cultures are 
intermingled. They think the hybridization of cultures results in a new culture which does 
not belong to any of the existing cultures. The hybridized culture shares common cultural 
elements with its original cultures. However, it transforms those elements into different 
cultural forms which are suitable to its contextual background.56  
The concept of the cultural hybridization has something to do with Hutcheon’s 
concept of parody. As Hutcheon affirms, parody consists the irony created by the 
coexistence of similarity and difference. Although it has similar features to its original 
artwork, what makes a piece of art as a parody is its different representation of the 
original.57 Similarly, the cultural hybridity supposes differences made out of similarity. 
Because of the cultural differences, the hybridized culture can be a creative entity which 
presents new interpretations of existing cultural elements.    
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Based on this understanding, this dissertation hypothesizes “popularity” as one of 
those common cultural elements between Christianity and popular culture.58 It also seeks 
how to utilize the concept of parody in building an evangelistic relationship between 
Christianity and popular culture from the common ground. Popularity does not simply 
mean a cultural trend here. Rather, it means what people enjoy, resonate with, and 
sympathize with in popular cultural contents.59 It is the expression of the routineness of 
humanity. Insofar as Christianity and popular culture are parts of human culture, both 
entities involve what is popular in the human experience: the feelings, emotions, 
questions, and detailed narratives of everyday human life.60 In other words, Christianity 
and popular culture share the common feature of popularity. The question remains, 
however, how Christianity includes the kind of popularity that is reflected in popular 
culture, and how this popularity can be a means of Christian evangelism.  
Insofar as Christians are humans, they share the same experience of what I am 
here referring to as the “popular” or everyday-ness of human life that is also reflected 
more generally in popular culture. However, they do not necessarily express it in the 
same manner as is found in the contents of popular culture. Christians “re”present the 
“popular” by maintaining a critical, ironic distance from the popular of popular culture. 
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Christians may well incorporate the popular by engaging and interpreting it with 
Christian norms and toward Christian ends. In other words, Christians, either 
intentionally or unintentionally, “parody” the routineness of humanity as they express the 
popular in human experience as both humans and Christians. In this vein, a parody 
creates a cultural hybridity of Christianity and popular culture that may serve as a faithful 
witness of and also an invitation to the kingdom of God. This dissertation develops a 
theological discussion on the evangelistic meaning of parody and also seeks its practical 
application in the ministerial field of Korean Christianity. 
       
Method of Investigation 
This dissertation mainly employs Don Browning’s methodology of practical 
theology to review the imitations of popular culture that Korean churches create for the 
sake of Christian evangelism and also to imagine parody as a key to build an evangelistic 
relationship between Christianity and popular culture. According to Browning, every 
human practice is “theory-laden.”61 It means that every practice contains a theory within 
it. Thus, he affirms that a theological approach to a practice goes from the study of the 
present practice to theoretical examination of the practice to a critically reviewed 
practice.62 Moreover, Browning’s concept of practical theology uses a critical 
correlational method which assumes a substantially equal dialogue between Christian 
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tradition and human experiences interpreted by secular disciplines, such as philosophical 
disciplines and social sciences.63 The critical correlational dialogue between theology and 
other studies provides practical theology with improved frameworks of interpretation and 
also enriches the normative horizons of both academic realms.  
Based on the concept of the theory-laden practice and the critical correlational 
method, Browning develops his notion of fundamental practical theology which involves 
four “sub-movements.”64 Employing his practical theological methodology, this 
dissertation approaches the evangelistic imitations of popular culture. According to 
Browning, the first sub-movement is descriptive theology. It performs phenomenological 
description of theory-laden practices of Christian communities.65 For the thick 
description of the topic of this study, therefore, I analyze several examples of the 
evangelistic means that Korean churches create in the third chapter. In particular, this 
chapter focuses on the meaning of each cultural element that Korean churches 
appropriate and examines how Korean churches appropriate those contents of popular 
culture for the sake of evangelism.  
The second sub-movement of Browning’s fundamental practical theology is 
historical theology. This stage examines whether historically authoritative resources, 
including the Christian tradition, support the Christian practice described in the first 
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part.66 Based on his understanding of the historical study of a practice, this dissertation 
introduces the contextual background in which Korean churches eventually attempted to 
mimic the contents of popular culture for the sake of evangelism in the second chapter. 
Along with the historical description, this stage also provides the concept of cultural 
mission which mostly influences Korean churches’ appropriation of popular culture in 
their ministry of evangelism.  
Browning states that the following sub-movement is systematic theology. In this 
stage, one examines a Christian practice with Christian traditions, theological, and 
philosophical theories.67 In particular, this stage reviews the validity of the practice 
theologically and reinterprets it philosophically. Employing Browning’s theory, my 
dissertation also explores the meaning of Korean churches’ imitations of popular culture 
aesthetically and philosophically in the fourth and fifth chapters. It also evaluates those 
evangelistic means based on several scholars’ understanding of Christian evangelism. In 
particular, this study presents an aesthetical analysis of the evangelistic “parodies” of 
popular culture based on Linda Hutcheon’s concept of parody and Frederic Jameson’s 
understanding of pastiche. It also applies Jean Baudrillard’s theory of simulacra to review 
the philosophical characteristics of the evangelistic imitations. Moreover, I broaden the 
discussion on whether Korean churches’ imitations of popular culture function as 
“evangelistic parodies” through which Christians can faithfully witness the gospel. By 
engaging several theories of Christian evangelism, I seek the theological meaning of the 
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evangelistic parodies. Throughout the aesthetical, philosophical, and theological analyses, 
therefore, this dissertation reviews the possibility of the evangelistic imitations of Korean 
churches to be used as a means of Christian evangelism.  
The final sub-movement of Browning’s practical theological methodology is 
strategic theology. This stage reevaluates the practice which is presented by descriptive 
theology and reviewed by historical and systematic theologies. It also seeks the way to 
apply the newly discovered meaning of the practice to its original field.68 In a similar 
manner, this study seeks how to apply the advanced understanding of the concept of 
parody to the ministerial field of Korean churches. In particular, it attempts to suggest 
parody as a way of hybridizing Christian culture and popular culture. It ultimately seeks a 
parodic relationship of Christianity and popular culture in which Christians creatively 
respond to the concerns of people and eventually witness the good news about the 
kingdom of God.  
 
Definition of Terms 
Christian Evangelism: The understanding of evangelism used in my work is 
primarily an announcement of the good news about the kingdom of God. As it proclaims 
the gospel, however, evangelistic ministry invites people to take the kingdom of God 
seriously as a reality. Furthermore, by inviting people to the actual existence of the 
kingdom of God, evangelism introduces a tangible foretaste of God’s government by 
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exemplifying concrete practices of the new social order of God’s reign. Finally, it 
provokes people to practice a radically subversive way of life that embodies divine 
justice and peace in the world.69 
Popular Culture: Popular culture is a particular portion of human cultural context 
that is widespread and common. It is frequently temporal, commercial, sensational, and 
entertaining. However, the most important characteristic of popular culture that this 
project focuses is its popularity.70 Popularity does not simply refer to how much people 
favor something. Rather, it refers to the way popular culture reflects concrete experiences 
of everyday human life. Thus, popular culture is a particular cultural form that arouses 
sympathy from the most numbers of people. 
 
Limitations of the Study 
One of the limitations of this dissertation is that it focuses on the practice of 
Christian evangelism in Korean society. I narrow down the context not because only 
Korean churches take advantage of popular culture for evangelistic purposes. In fact, 
considerable numbers of American and other international churches also utilize the 
contents of popular culture. However, the current evangelistic practice of copying 
popular culture has rarely been acknowledged, much less studied, by Korean theologians. 
Thus, my work chooses to examine evangelistic mimicries in Korean Christian context. 
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My project’s limitation leaves room for further discourse on this topic and wider 
application.  
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CHAPTER TWO 
A HISTORICAL STUDY OF  
EVANGELISTIC PARODIES OF POPULAR CULTURE  
 
Since American missionaries introduced Protestantism to Korean society in the 
19th century, Koreans have recognized Christianity as an icon of socio-cultural 
modernization as well as a foreign religion of Western society. According to the Korean 
media scholar, Sun Young Yoo, the desire of Koreans for socio-cultural enlightenment—
rather than their religious eagerness—accelerated the growth of Christian population in 
the infancy of Korean Christianity. To Koreans, who had continuously suffered from war 
and poverty, the modern appearance of foreign missionaries and the advanced products 
they brought were the realization of “good news,” or blessings of God.1 Thus, early 
Christian leaders, both Korean and Western, promulgated Christianity as a religion of 
civilization through which Koreans would encounter Western culture and improve their 
own social status.   
Early Korean Christianity was the course of the inflow of modern Western 
culture. American missionaries founded schools and publishers, as well as churches, not 
only to spread the gospel but also to educate people. Their missionary work in Korea 
introduced modern civilization, such as improvements in living conditions and 
instruments of Western medicine. Moreover, they opened the eyes of Koreans to a new 
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culture, including Western music, sports, and fine arts.2 Since its beginning, therefore, 
cultural elements have played an important role in forming Korean Christianity. Korean 
churches have utilized various cultural media as a way of moving outward toward the 
world with social work, evangelism, and church promotion. Internally, Korean Churches 
have preached the gospel to congregants and cultivated Christian values by likewise 
adapting to contemporary culture.3 
According to Young Hoon Yoon, three organizations historically have led Korean 
Christianity’s active use of contemporary culture: Christian media organizations, 
missionary groups, and local churches. Since American missionaries propagated 
Christianity in Korean society, numerous Christian broadcasting stations and publishers 
have been established according to the times. Their ultimate purpose was developing 
cultural media that could deliver Christian messages to the public, and they combined 
secular media culture with Christian mission. Meanwhile, various kinds of missionary 
groups that mainly targeted Korean college students and young adults have applied 
contemporary culture to Korean Christianity. Those missionary groups have devised 
various evangelistic methods that particularly took advantage of contemporary cultural 
forms and products to approach young adults who were sensitive to modern culture. They 
had no scruples about accepting and applying contemporary popular culture, such as 
music and dance, and eventually invented creative ways to spread the gospel via cultural 
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contents. Lastly, local churches have participated in the development of Korean 
Christianity’s relationship to culture. To seek meaningful ways of growing their churches 
and communicating the gospel with the locals, Korean local churches utilized culture in 
their ministries. In particular, they designed modern worship services that made use of 
high-tech equipment, such as high quality visuals and excellent acoustic instruments, and 
provided various cultural programs that the local people could enjoy without being forced 
to accept Christianity.4       
Indeed, the growth of Korean Christianity has accompanied the development of 
the culture of the times. It has frequently utilized various cultural elements for the sake of 
promulgating itself to the public and communicating the gospel. Without the contextual 
and practical benefits provided by the hybrid of multiple cultures – the culture of 
missionaries, of Western society, and Korean society –Korean Christianity would likely 
have been accepted merely as one of the foreign religions or ignored by Koreans who 
were struggling for a living. The relationship between Korean Christianity and 
contemporary culture was a necessary choice of the early Korean churches and is an 
irresistible heritage for contemporary Korean Christianity.  
In this chapter, I will explore the historical accompaniment of Korean Christianity 
and the culture of the times with respect to specific periods in history. I will address the 
history of how Korean Christianity made use of popular culture and eventually, came to 
parody it directly for the sake of Christian evangelism. In particular, I will trace the 
“cultural mission” movement that clarified the relationship of Korean Christianity to the 
                                                     
4 Yoon, 85-86. 
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surrounding culture, which had been left undefined theologically prior to that.5 By 
conceptualizing the cultural relationship theologically, the cultural mission movement 
approved the Korean churches’ application of secular (or popular) culture in their 
ministry, including evangelism. It paved the way for Korean churches to actively employ 
cultural media and eventually, created Christian (evangelistic) parodies of popular 
culture. Therefore, it is worth reviewing the history of Korean churches’ application of 
contemporary culture and the development of the concept of the cultural mission before 
examining the current Korean churches’ evangelistic parodies.  
 
The History of Korean Churches’ Relationship to (Popular) Culture 
As mentioned above, Korean Christianity has been deeply wedded to various 
cultural elements since its beginning period.6 However, the initial relationship of 
Christianity to culture was largely limited to the cultures of Western civilization that 
American missionaries brought into Korea. It was because first, Christianity was 
presented at the introductory level for Koreans. Moreover, second, there were insufficient 
numbers of Korean Christian leaders who could utilize Korean contemporary culture in 
their ministries. Thus, it is more reasonable to say that the time when Korean churches 
actively began to engage Korean contemporary culture and to create Korean Christian 
                                                     
5 Se Jong Park, “What is Cultural Mission?” in Theory and Practice of Cultural 
Mission , ed. Center for Cultural Communication (Seoul: Je Young Communication, 
2011), 41-43.  
 
6 Hyuk Hyun Jung, “Cultural Mission and Christian Cultural Movement (1),” 
Christian Thoughts 49, no. 10 (2005): 206.  
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culture was after the Korean War. After the Korean War, Korean society was finally 
stabilized, and Korean churches began to develop new approaches to ministry and 
Christian mission. Accordingly, in the following I will trace the relationship between 
Korean Christianity and popular culture by three divided time periods: post-Korean War 
to 1970s, 1980 to 2000, and 21st century. 
 
(1) Post-Korean War to 1970s: The Quickening Period of Korean Christian Culture 
After the Korean War, Korean society experienced drastic political, economic, 
and cultural transformations, which were led by the government-initiated postwar 
recovery and industrialization. Along with the rapid development of Korean society, the 
earliest form of Korean Christian culture began to appear. Several Christian media 
companies were established in this period, and they mostly led the formation and delivery 
of Korean Christian culture. There were two major Christian broadcasting stations, 
Christian Broadcasting System (CBS) and Far East Broadcasting Company (FEBC), that 
played especially crucial roles in making mass Christian culture. CBS was the first 
Korean private broadcast and religious television network established in 1954. Although 
its primary program arrangement policy was focused on Christian mission, CBS also 
carried out the role of a private broadcaster by providing secular cultural contents, such 
as reporting, educational, and secular music programs.7 By broadcasting both Christian 
                                                     
7 Myung Sub Heo, “The History of Korean Christian Broadcasting: Invisible 
Hands Shake Souls,” in Creative Christians in the Age of Culture, ed. Young Hoon Yoon 
(Seoul: Duranno Academy, 2010), 154-156. 
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and secular contents, CBS created Korean Christian culture which aptly kept the balance 
between those two cultures. The viewers of television programs provided by CBS 
naturally accepted Christian culture that was intimately related to mass media culture and 
were also given the opportunity to enjoy non-religious culture introduced (or managed) 
by a Christian network.  
While CBS led the era of television broadcasting, FEBC concentrated on radio 
broadcasting. Unlike CBS, which broadcasted both Christian and non-Christian contents, 
FEBC set up its keynote as “broadcasting evangelical contents alone.”8 After being 
established in 1956, it provided Christian mission programs that mostly dealt with the 
vicissitudes of Christian life, delivered sermons, and introduced new hymns. One of the 
interesting facts about FEBC was that it transmitted its radio programs to the communist 
bloc countries, such as the Soviet Union and North Korea. Through its radio mission to 
the communist countries, FEBC delivered the news of the free world as well as the 
Christian gospel.9 In the 1970s, however, FEBC revised its broadcasting organization 
policy and provided secular cultural contents. Almost half of its programs consisted of 
musical broadcastings that mostly introduced and played classic music. It contributed to 
the popularization of classic music in Korean society and presented another format of the 
relationship between Christianity and popular culture.10 
                                                     
8 Yoon, 89. 
 
9 Heo, 158. 
 
10 Ibid., 164.  
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Meanwhile, several Christian publishers also contributed to the establishment of 
Korean Christian culture in this period.  Two major publishers led Korean Christian 
publication culture: The Christian Literature Society of Korea (CLSK) and the Word of 
Life Press.11 The Christian Literature Society of Korea has the longest history in Korean 
Christian Publication. It was established in1890 by multi-denominational foreign 
missionaries working in Korea. Its purpose when it was established was to nationally 
disseminate Christian books, periodicals, and evangelistic flyers, which were published in 
Korean. In its beginning period, therefore, CLSK focused on publishing Korean Christian 
materials and distributing them nationally.  
However, after the 1960s when Korean theologians began to form Korean 
theology, CLSK started to introduce theological theses written by Korean theologians.12 
For example, it introduced inculturation theories, theological arguments on 
secularization, and Min Jung theology.13 As it published various theological articles, it 
                                                     
 
11 Yoon, 89. 
 
12 Myung Yoon Kim, “The Culture of Korean Christian Publication: Its Past, 
Present, and Future,” in Creative Christians in the Age of Culture, 292-296. 
 
13 In his book, Korean Christian Culture and Reformed Faith in the 21st Century, 
Young Han Kim interpreted the theological debates among Korean theologians, which 
were mainly done through the publication of CLSK, as the first Korean Christian cultural 
movement. He sees the theological arguments on inculturation, secularization, and the 
Min Jung theology introduced by CLSK was the living witnesses that demonstrated 
Korean theologians’ theological endeavor to define the relationship of Christianity to 
Korean culture academically. They studied how to translate the Christian gospel into the 
language of Korean traditional culture. They also examined how Korean churches would 
exist in the society that had been secularized under the influence of industrialization, and 
explored how to live as a Christian in 1970s Korean society in which the dictatorship of 
President Jung Hee Park infringed upon people’s political, human rights. Therefore, the 
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gradually became a place where various Korean theologians debated and exchanged their 
theological knowledge. CLSK was the birthplace of Korean theological debate.   
Contrary to CLSK’s academic-centered publication of the written works of 
Korean theologians, the Word of Life Press, which was established in 1953, focused on 
disciplining Korean Christians. Its introduction speaks for itself, “The Word of Life Press 
has carefully published [materials of] right faith and right theology based on the 
perspective of a conservative, evangelical, Reformed Christianity.”14 Thus, the Word of 
Life Press published books that would motivate Christian evangelism, growing personal 
faith, and maintaining a religiously pietistic life. Instead of introducing academic 
theological articles, it has met more general needs of Korean lay Christians. It regularly 
published Christian bestsellers that mostly presented the stories of people who overcame 
hardships by faith, and it tried not to limit its publications to theological works.15 The 
Word of Life Press contributed to bridge publication culture to Christianity by 
popularizing Christian written materials. 
                                                     
development of Korean theology throughout the CLSK’s publication of theological 
debates provided individuals with an opportunity to consider the socio-cultural issues of 
Korean society via the lenses of Korean Christianity. Indeed, it was the beginning of the 
theological and religious examination of Korean Christianity and its relationship to 
Korean culture. Young Han Kim, Korean Christian Culture and Reformed Faith in the 
21st Century (Seoul: Je Young Communication, 2008), 342-350.   
 
14 “Mission and Vision Statements of the Word of Life Press,” the Word of Life 
Press, accessed September 13, 2015, 
http://www.lifebook.co.kr/final/mobile/company/infoVision.asp. 
 
15 Myung Yoon Kim, 296-298.  
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In this period, many Korean local churches also contributed to the development of 
the relationship between Korean Christianity and secular culture. They particularly 
provided various cultural opportunities to Koreans who were suffering from chaotic 
socio-cultural, economic, and emotional postwar trauma. Worship services and religious 
activities that Korean local churches held were one of a few public cultural events in 
which Koreans of the time could participate. They could listen to various (religious) 
narratives, sing (Praise) songs, and join worship dances. The charismatic and absorbing 
sermons preached by so-called revivalists were cultural performances as well as religious 
rituals to Koreans who had barely experienced mass cultural events, such as art 
performances and exhibitions. Those sermons soothed the emotional and physical pains 
of Koreans, especially Korean women, and led them to express their feelings that had 
been suppressed in the church.16 Korean local churches invited Koreans to both material 
and spiritual recoveries, which were secured through religious and cultural experiences.  
Moreover, Korean local churches opened Sunday schools and bible studies for 
children, youths, and young adults. Those church programs, which consisted of cultural 
and educational content, provided places to play for younger generations who had far 
fewer cultural benefits than adults. Korean churches also held various cultural events, 
such as retreats and “nights of literature.” The “nights of literature” were known as one of 
the representative church events in which people, mostly youths and young adults, recited 
                                                     
16 Yoon, 90. 
 
43 
 
 
 
poems, sang songs, danced, and presented plays.17 Unlike secular school plays or school 
art festival, the “nights of literature” led teenagers and college students to confess their 
faith through secular cultural forms. Thus, Korean youths and young adults naturally 
learned how to relate their Christianity to secular culture.  
By the late 1970s, the so-called culture of resistance, which was represented by 
jeans, acoustic guitars, and folk songs, was popular in Korean society. Following the new 
cultural trend, Korean local churches and campus mission groups introduced new praise 
songs that were mostly composed in the folkie style. In particular, a missionary group, 
Youth With A Mission (YWAM), started its Tuesday praise worship services in 
November 1973. Instead of traditional hymns, YWAM used modern praise songs and 
designed music-centered services. Soon, it was known as an alternative (religious) music 
performance.18 Numerous Korean college students and young adults attended these 
culturally contemporary worship services, and many of them were trained as praise 
leaders who contributed to spreading contemporary Christian music (CCM) nationally.   
Indeed, Korean Christianity from the postwar period to the end of the 1970s had 
been growing through appropriating culture. Since it was the time when Korean popular 
culture was just launched, it was difficult to conclude that Korean Christianity related 
                                                     
17 Sung Soo Cha, “On the “Nights of Literature,”” Church and Youth 97, no. 9 
(1997): 33-34.  
 
18 Keum Hyun Jang, “The Changes of the Worship Services of Korean 
Evangelical Churches,” in Transforming Korean Churches and Evangelical Movements, 
ed. Jong Hyun Park (Seoul: Duranno, 2011), 151-152. 
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itself to Korean “popular” culture.19 However, it is true that Korean churches and 
Christian organizations attempted to utilize non-Christian, contemporary culture and 
therefore their trials were a decided innovation in Korean Christian history. Without their 
efforts, Korean Christians would not have a chance to benefit from various cultural-
educational programs, church events, and Christian media. They provided Koreans with 
opportunities of education, amusement, and self-expression as well as religious, spiritual 
experiences.  
From the standpoint of Christian communities, meanwhile, the appropriation of 
secular, mass culture supported Korean churches in their approaches to reach people who 
eked out a living. By inviting them into culturally translated Christianity and abundant 
cultural programs, Korean churches and organizations could open the minds of Koreans 
who were oppressed by the weight of life. They could now be introduced to a gospel that 
was not isolated from the world but related to reality. Korean Christianity led Koreans 
both to enjoy Christian culture and to accept the Christian gospel. Therefore, it is possible 
to conclude that this period was the beginning point of Korean Christian culture; it was 
                                                     
19 Since the beginning of the 1960s, Korean society had experienced drastic social 
changes. The influences of industrialization, urbanization, and capitalism aggravated 
large-scale rural exodus and population concentration in the capital area. The 
modernization of Korean society also caused fluctuations of industrial structures and 
social fabrics. Since the end of the 1960s, therefore, various scholars had tried to describe 
the characters of Korean society academically. They concluded that Korean society had 
entered into the era of “mass society” in which the traditional governmental systems led 
by a few elite groups were discontinued. Instead, the masses became the primary 
members of society. In the mass society, the public could acquire political rights, receive 
public education, and enjoy popular culture created by mass media. Popular culture is one 
of the common results of the mass society; therefore, it is true that Korean society 
possessed a popular culture as it entered mass society the 1960s and 1970s. Yong Jin 
Won, The Paradigm of Popular Culture (Seoul: Hannarae, 2010), 115-118.    
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also the time when Korean Christianity began to form a relationship with non-religious 
mass culture for the sake of Christian evangelism.  
 
(2) 1980s to 2000: The Development of Korean Popular culture and Korean Christianity 
In 1980, the government of the fifth republic took control over Korean society. 
Although Korean society was successful in breaking the fetters of the long dictatorship of 
President Chung Hee Park, a new military regime came to power and continued to 
threaten Korean democracy. The government cracked down on the press to quash 
people’s struggle for the sovereignty of Koreans. It aggressively abolished or combined 
Korean mass media.20 However, FEBC was comparatively free from the watch list, 
because it claimed to be a religious broadcasting station that solely focused on Christian 
mission from its establishment. Without covering socio-political issues of Korean society 
of the time, it concentrated on practicing Christian mission via radio broadcasting. Thus, 
most of its programs dealt with the religious issues of Korean Christians and delivered 
messages helping the growth of Christian faith. FEBC also enforced its radio mission to 
the communist countries as it had something in common with the anticommunist policies 
of the government.21   
Unlike FEBC, however, CBS lost its function as a regular press under the 
government’s severe suppression of the media. Eventually, it was forced to discontinue 
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its coverage to the socio-political situation of Korean society. To overcome the danger of 
maintenance or abolition, CBS unavoidably rearranged its programs. Instead of the 
general reports that once covered the overall issues of Korean society, it focused on 
providing Christian mission programs. In 1980, CBS arranged a new Christian faith-
confessing program, titled “Make Us New” in which famous Christian people from 
various quarters gave testimony of their life and faith. Soon, it became the most popular 
Christian broadcast program and had a long run of more than 30 years.22  
Moreover, it began to introduce Western praise songs and used the term 
“Contemporary Christian Music (CCM)” for the first time. CBS contributed to 
popularizing CCM songs in Korean Christian society and also accelerated the boom of 
the CCM ministry that reached its peak in the mid-1980s and 1990s. This period was the 
time when the governmental suppression of the press hindered the development of 
Christian broadcasting ecology. Because of intimidation regarding the arrangement of the 
programs, Korean Christian broadcasting stations turned their eyes to the personal 
Christian life and eventually, created programs that simply appropriated secular (or 
popular) culture to deliver Christian messages. 
Meanwhile, the government began to launch mass commercial culture, such as 
Korean professional baseball league and the 1988 Seoul Olympic Games, to distract 
people’s attention from a pro-democracy movement. Moreover, various kinds of popular 
cultural contents were created and distributed by secular broadcasting stations and artists 
as color television and Video Home System were widespread over Korean society. 
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Compared to the period from the post-Korean War to the end of the 1970s, in this period, 
the cultural contents that churches provided were no longer the only cultural benefits that 
Koreans could enjoy. Koreans could have a wider range of selections of cultural 
entertainments than before. Secular popular culture provided much more attractive, 
stimulating, and interesting contents than Christianity. Naturally, people’s preferences 
were inclined to secular cultural materials.23  
As Korean churches began to recognize people’s preferences (including the 
preferences of their own Christians), which were dramatically leaning towards popular 
culture, some within Korean Christianity raised their voices in criticism of popular 
culture and alerted people to the evils of popular culture. They even initiated anti-popular 
cultural movements, such as the anti-New Age culture movement.24 The gist of the anti-
popular culture movement was alerting the church to the implicit menace of the anti-
Christianity of popular culture. For example, they insisted that popular culture was filled 
with New Age cultural symbols and contents that primarily emphasized a religious, 
spiritual syncretism.25 Popular culture would cause spiritual, cultural disorders in persons, 
                                                     
23 Keum Hyun Jang, 149. 
 
24 Sang Eon Shin, an anti-New Age culture activist, introduces the New Age 
movement as a cultural, humanist movement that confuses the Christian view of the 
world. It was initiated in the Western society in the 1960s. As it combined secular 
humanism and secular mysticism based on the oriental religions, New Age culture 
provided a worldview of syncretism. According to him, New Age culture has infiltrated 
every cultural aspect of humanity, including popular culture, and spiritually threatened 
Christians and Christian culture. See Sang Eon Shin, “Is New Age Cultural Movement 
Really Menacing the Church Spiritually?” Hwal Chun 468 (1992): 12-16. 
     
25 Yong Hwa Kwak, “The New Age Culture in Popular Culture,” Christian 
Thoughts 41, no. 1 (January, 1997): 55-56. 
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and eventually, it would threaten the existence of churches. In this extreme abhorrence of 
popular culture, certain Christians declared war against popular culture.26 
Instead of expressing the cultural antagonism toward popular culture, however, 
most Korean churches began to appropriate popular culture actively to sustain people’s 
interest in Christian culture. Since they lost their initiative in providing cultural 
entertainments to Koreans as the commercial popular culture spread rapidly during this 
period, Korean churches exercised caution against secular culture and at the same time, 
developed an alternative culture that provided differentiated contents. Korean churches 
initiated Korean Christian popular culture movements through churches; they designed 
and distributed Christian cultural contents that contemporary Christians could enjoy.27  
The relationship of Korean Christianity with the popular culture movement was a 
big story that rapidly developed from the late 1980s through the 1990s. Throughout 
                                                     
 
26 Compared to Western definitions of the New Age movement, which puts less 
weight on the relationship between Christianity and the New Age movement, Shin and 
Kwak define it from a Christian-centered perspective. It is possible to conclude that their 
understanding of the New Age culture as an anti-Christian movement was influenced by 
Korean churches’ extreme awareness of the cultural superiority of popular culture to 
Christian culture in the period from the 1980s to 2000. In fact, Shin established a 
missionary group, named Najon Wooltari, in 1989 and waged an anti-New Age, Christian 
cultural movement that particularly criticized popular culture. With the current of the 
anti-popular culture atmosphere of Korean churches, his anti-New Age cultural theory 
became convincing in Korean Christianity. He held seminars at various churches and 
alerted Korean Christians to the anti-Christian strategies implied in popular culture. For 
more information about the Western understanding of the New Age movement and 
Shin’s anti-New Age movement, see George Chryssides, “Defining the New Age,” in 
Handbook of New Age, ed. James Lewis and Daren Kemp (Boston: Brill Academic Pub, 
2007) and Dae Kwang Choi, “Understanding New Age Movement,” Culture and 
Theology 3 (2008).   
    
27 Young Han Kim, 359-60. 
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various seminars and publications of academic articles on the relationship between 
Korean Christianity and popular culture, Korean theologians and ministers discussed how 
to understand popular culture from a Korean Christian viewpoint.28 However, their 
theological studies remained at the level of arguing whether it was theologically 
allowable for Korean churches to apply popular cultural contents to ministries.29 Korean 
churches were desperate for practical theological guidance that would pragmatically 
teach them how to utilize popular culture in the church to take people’s interests back 
from secular popular culture. Consequently, their theological discussions were engrossed 
in providing realistic, effective measures to Korean churches that continuously lost 
members, particularly young adults, because of their out-of-date Christian culture. 
While assuming the theological necessity of the appropriation of contemporary 
culture, Korean Christian communities developed various Christian cultural contents by 
referring to popular culture. Among them, the most notable cultural content developed in 
this period was Contemporary Christian Music (CCM). Although CBS and FEBC had 
introduced Western CCM through their Christian music programs, Korean CCM culture 
began when the Ju Chan Yang (meaning “Praise the Lord”) missionary group released its 
first album in 1986. Unlike existing church music, which was limited to traditional 
hymns or folkie style songs, the praise songs of Ju Chan Yang were refined in their style 
                                                     
 
28 Jung Suk Lee, “A Christian Understanding of Popular Culture,” in We Cannot 
Keep Silence about Popular Culture, ed. Young Ahn Kang (Seoul: Ye Young, 1998), 47-
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29 Kook Won, Shin, Theories of Popular Culture for Transformation and Shalom 
(Seoul: InterVarsity, 2004), 54-58. 
50 
 
 
 
because they appropriated a considerable variety of secular pop music styles. Thus, their 
songs were novel enough to attract Korean young adults who had listened to popular 
Western pop songs. After the successful debut of Ju Chan Yang, various CCM artists and 
praise bands led the Korean Christian music scene. CCM music obviously became the 
representative cultural content that Korean Christianity provided to both Christians and 
non-Christians in this period.30 
As Korean CCM became popular, various churches arranged a specific time and 
space for young adults to worship with their favorite CCM praise songs. It was started in 
a form of a mid-week gathering or a Christian music concert, but soon the gathering was 
changed into the format of a worship service. At the end of the 1980s, Korean 
Christianity launched a new worship culture, named the “praise and worship movement,” 
under the influence of the same kind of American worship movement. This form of 
worship put more weight on praise than the traditional worship services of Korean 
churches. A medley of popular CCM songs took most of the service, and was followed 
by the other worship orders, such as a sermon, shared in relatively short portions.31 The 
praise and worship services were examples that Korean churches practically imported 
contemporary popular culture into the church and eventually transformed a religious 
liturgy, or a traditional Christian culture, into a contemporary culture that contemporary 
people could enjoy.  
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31 Young Han Kim, 383. 
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Due to the growing popularity of the praise and worship culture, many Korean 
churches renovated their traditionally structured sanctuaries and even built new buildings, 
which were called missional, or educational, centers, to launch the trendy services more 
efficiently than before. They removed religious symbols and liturgical objects out of their 
worship spaces and filled them up with high-tech sound and display equipment.32 When 
the fad of praise and worship services and remodeled chapels reached its peak in the mid-
1990s, the seeker-sensitive services happened to be introduced in Korean Christianity at 
that period. In a way that is parallel to the various cultural performances of the mega 
churches in the United States, Korean churches noticed that their concert-hall-like 
chapels could hold more than the praise and worship services. Thus, they designed their 
worship services with various cultural attractions by utilizing their media-centered 
worship spaces usefully.33 Including CCM, they brought various forms of media arts and 
performances, such as video images, films, dances, and musicals, into churches and 
enriched their worship. Starting with CCM, the development of Christian worship culture 
diversified the cultural contents of Korean churches. Throughout the appropriation of 
popular culture, Korean churches could equip themselves with Christian entertainments 
that could compete with secular cultural attractions that were rampant in Korean society 
in this period. 
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33 Se Gwang Kim, “A Theological Study on the Changes of Worship in 
Accordance with the Cultural Transformation,” Theology and Praxis 32 (2012): 150-151. 
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Compared to the period from post-Korea War to the 1960s, the 1970s and the 
1980s were a period when Korean Christianity lost a considerable amount of its cultural 
influence over Korean society. What Korean Christian culture provided could not be 
competitive in a society that was already equipped with commercial, entertaining culture. 
Conservative evangelical church culture could not appeal as well as it once had to young 
Koreans who were sensitive to cultural trends.34 Korean churches had to deliberate on 
what to provide as an alternative culture that could be attractive enough to Koreans who 
already had sufficient opportunities to enjoy cultural benefits. Instead of developing a 
totally alternative Christian culture, however, Korean churches adopted a pragmatic line. 
They chose the option to appropriate trendy culture that both Christians and non-
Christians relished. As a result of these developments, Korean Christian culture became 
more abundant and entertaining than ever before. It is no exaggeration to conclude that a 
considerable portion of Korean Christian culture was formed by the influence of popular 
culture.  
 
(3) The 21st Century: The Emergence of the Cultural Mission 
As mentioned above, Korean Christian culture had been dramatically enriched in 
the late 20th Century. It is noteworthy that two important phenomena initiated the 
development of Korean Christian culture: the emergence of Korean popular culture and 
the shift in population from church culture to secular culture. People got less interested in 
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the church than before to some degree because the cultural materials that the church 
provided were less preferred than the ones outside the church. The quality of Korean 
Christian culture which was lower and less attractive than that provided by secular 
culture might be one of the reasons for the stagnation of numerical growth that Korean 
Christianity has experienced since the end of 20th century.  
Moreover, Korean churches realized that what would affect people, including 
Christians and non-Christians, mostly in the new century would be culture, cultural 
products, and culture making.35 The acknowledgment of the importance of culture in the 
future Korean society eventually led Korean churches, which desperately sought 
solutions to the decline in numbers of the congregants, into two directions in the 21st 
Century: the development of a pop culture oriented Christian culture that would attract 
people and theological discussions on the meaning of Christian culture making and its 
influence on future Korean Christian ministry.  
After the development of Korean popular culture, Koreans have continuously 
sought entertainment, even from the religious realms. Within this cultural atmosphere, 
Korean churches anticipated that the new century would be an age in which popular 
cultural elements would be far more important than it was for Koreans. As they 
anticipated the emerging importance of entertaining cultural materials in the Christian 
                                                     
35 In his book, The Age of Access: The New Culture of Hypercapitalism Where All 
of Life is Paid-for Experience, Jeremy Rifkin states that the appearance of the industry 
will be changed in the new era. Instead of making and selling commodities, people will 
buy and sell culture or cultural products. Thus, he sees the coming era as the age of 
cultural production and regards it as a natural course of the industry. Jeremy Rifkin, The 
Age of Access: The New Culture of Hypercapitalism Where All of Life is Paid-for 
Experience (New York: Tarcher/Putnam 2000), 7. 
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ministry, Korean churches actively brought popular culture into the church and created 
Christian culture, such as the seeker-sensitive worship service and contemporary 
Christian music.36 They utilized popular cultural elements that non-Christians relished, 
including movies, plays, and popular music styles, so that Christian culture would be 
comparable to popular culture. They thought people would turn to and look favorably on 
churches, if they provided a trendy culture.37  
One of the remarkable changes that reflected the direction of the Korean 
churches’ cultural strategy was the creation of various cultural facilities, constructed 
inside the church buildings for the local residents, such as centers that offered various 
cultural, educational programs, church cafes, and libraries. In the name of the 
communication between the church and the local society, numerous Korean churches 
prepared those infrastructures and provided various cultural programs and services. For 
example, several Korean churches’ cultural centers arranged lifelong education programs 
for local elderly people and art education programs for local younger generations. Local 
residents could take afterschool classes and could learn languages, computer skills, arts, 
baking, flower arrangement, calligraphy. Some churches opened coffee shops, hiring 
                                                     
36 In his article, Se Jong Park introduces using popular culture as a tool for 
evangelism as a way of the cultural mission. He states that a proper appropriation of 
popular culture can initiate communication between the church and the world. Se Jong 
Park, 39-40, 46.     
 
37 In his book, Eyes Wide Open, William Romanowski pays attention to the fact 
that evangelical Christians frequently appropriate styles from popular culture for 
evangelistic purposes. He calls the productions of these evangelicals, such as CCM, as 
“confessional artworks” because they utilize popular cultural contents to approach non-
Christians and deliver the gospel effectively. William Romanowski, Eyes Wide Open: 
Looking for God in Popular Culture (Grand Rapids, MI: Brazos Press, 2007), 30-32. 
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local baristas, so that the local residents could stop by. Some churches even opened 
libraries that owned religious and non-religious books.38 
As the level of utilizing popular culture in ministry was increasing, Korean 
churches became in need of more people to take part in their cultural ministry than 
before. Since the numbers of ministers, especially pastors who were specialized in 
cultural ministries were limited, churches enlarged the participation of lay people in those 
ministries. Media-centered worship services and diverse cultural programs particularly 
required people who were professional singers, performers, engineers, and directors. 
Naturally, the appearances of Korean Christian ministry became differentiated from the 
past minister-centered ones. Lay leaders and art professionals were fully responsible for a 
certain portion of worship services and even they were asked to plan the directions of the 
overall ministry of a church.39 Christian ministries were overwhelmed by introducing 
culture that no longer remained the monopolized property of pastors. The entire 
congregations were called to participate in the creation of Korean Christian culture.40   
                                                     
38 Yong Hoon Cho, “A Study on the Cultural Ministry of the Local Churches and 
its Tasks for the Future,” Korean Presbyterian Journal of Theology 45 (June, 2013): 150-
157.   
 
39 Chull Lee, 296-297. 
 
40 In “A Model of the Popular Cultural Ministry: The Cultural Ministry of Onnuri 
Community Church,” Yoo Joon Kim introduces the specialized ministerial system of 
Onnuri Community Church which adopted the seeker-sensitive worship services in 
Korean Christianity. The church has more than 100 assistant administrators, - paid and 
unpaid -, who are not theology-majored ministers but support ministers based on their 
professional skills and knowledge. They serve various ministerial departments, such as 
the design team, multimedia team, advertising team, and broadcasting team. Although the 
church has about 113 administrators, they are not professionals at doing ministry; they 
utilize cultural materials. Accordingly, the supports from those administrators are critical 
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In fact, the participation of professional artists improved the quality of Korean 
Christian cultural ministry. The genres of Christian culture, which were mainly limited to 
Christian music or multimedia worship services, became diversified so that Korean 
Christian culture ranged over the various areas of the composite arts. One of the 
remarkable improvements in the 21st century, for example, was the development of 
Christian film culture. Since the late 20th century, various Christian communities and 
Christian leaders have stressed the importance of films as an effective medium through 
which Christians could communicate the gospel. Amid keen interest from Christian film 
artists and with cooperation of numerous churches, “Seoul Christianity Film Festival” 
was finally held in 2003.41  
According to the chief director, the festival was designed to provide a cultural 
opportunity for Korean Christianity to reflect itself and to witness the truth through 
films.42 After the successful hosting of the Christian film event, Korean Christian movie 
                                                     
to the cultural ministry of Onnuri Community Church. Yoo Joon Kim, “A Model of the 
Popular Cultural Ministry: The Cultural Ministry of Onnuri Community Church,” in 
Creative Christians in the Age of Culture, 388-391.   
   
41 Since 2003, “Korean Christianity Film Festival” had hosted the film event for 
nine years based on the same topic, “A New Christian Perspective that Overcomes 
Barriers.” In the beginning, it was only a small-scale Christian cultural event. After a few 
years of successful hosting, however, “Korean Christianity Film Festival” became the 
most active Christian film event. In 2012, it finally changed its name to “Seoul 
International Agape Film Festival” and sought cultural exchanges with secular film 
events. Sung Hee Kim, “The Historical Study of Korean Christian Films” (PhD diss., 
Ewha Woman’s University Press, 2012), 59-60.  
 
42 Jae Hee Yoo, “Christianity and Films Reflected in the Film Festival,” in 
Church and Theology 54 (2003): 112-113. 
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production became invigorated. Christian film directors shot various independent movies 
and documentary films, such as Recovery (2009), Forgiveness (2010), and Calling 
(2009).43 Unlike previous Christian video clips made only for viewing inside church 
doors, these films were screened in regular theaters and succeeded in gathering favorable 
comments from Christian and non-Christian viewers. The development of Korean 
Christian films enlarged the genre of Korean Christian culture and at the same time, 
suggested a new way of communicating the Christian gospel by appropriating popular 
culture.  
The endeavor by Korean churches to create an attractive Christian culture has 
continued since the late 20th Century and has been rewarded to a certain degree. Most of 
all, there were notable reactions from the youth and young adults. The trendy Christian 
culture that Korean churches were equipped with worked well in changing Korean 
younger generations’ perceptions of the church. To them, the church was no longer either 
an old-fashioned organization entrapped in traditions or a fussy community that was 
consistently sarcastic to other cultural preferences. The praise and worship movements, 
seeker-friendly atmospheres, high quality multimedia equipment, and diverse artistic 
programs made them consider the church a culturally pleasing place.44 Consequently, 
considerable numbers of youth and young adults approached Christian faith and came to 
churches with changed perspectives.  
                                                     
43 Sung Hee Kim, 60-61, 68-69.   
 
44 Chull Lee, 294-295. 
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Korean churches’ efforts bore fruit – both in the higher quality of Christian 
culture and the growing number and size of Christian congregations. Thus, several 
theological studies interpret that the trendiness of Christian culture would result in the 
numerical growth of Korean churches. Those theological reviews would motivate Korean 
Christian communities to develop various ministerial strategies for utilizing, or even 
mimicking, the trendy contents of popular culture. The eyes of Korean theological 
academia were naturally focused on the effectiveness of such a cultural ministry.  
Korean Christianity had examined the meaning of Christian culture and cultural 
ministry since the late 20th century.45 Korean theologians and pastors were committed to 
initiating theological analyses and evaluations of Christian cultural production and 
cultural ministry of Korean Christianity. It is worth noting that the main agents of those 
theological discussions were different from those who practically utilized popular cultural 
contents in ministerial fields. In other words, Korean churches and pastors generated 
Christian worship and cultural programs that appropriated contemporary culture.  
                                                     
45 Referring to Suk San Tak’s book, What do Koreans live for?, Sun Il Kim traces 
how Korean Christianity has reacted to the social values of Korean society. According to 
him, Korean society has been through the ages of survival, living, happiness, and 
meaning from the Post-War period to the 21st century. Koreans have built up the 
economic and social foundations as they have passed through the ages of survival and 
living. As their livelihood became stable, they began to seek enjoyment of life and 
leisure. In other words, they entered into the age of happiness starting at the end of 20th 
century. Kim analyzes the social climate that Koreans actively seek pleasing culture as 
the heritage of the age of happiness. Although Korean society has experienced the age of 
meaning since the beginning of the 21st century, it does not mean that Koreans stopped 
pursuing the fun of life. They still long for pleasing culture. The overall Korean society, 
including Christianity, reflects this cultural climate so obviously that cultural production 
becomes one of the most powerful industries in Korean society. Sun Il Kim, The 
Heritages of Evangelism: The Future of the Aged Gospel (Seoul: SFC, 2014), 273-284. 
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However, seminaries, affiliated research institutes, and theologians led theological 
studies of contemporary Christian and popular culture. For example, the Institute for 
Korean Christianity Culture attached to Soongsil University has held several national and 
international conferences. It has hosted Soongsil Annual Forum on Christian Culture that 
approached popular culture from Christian perspectives and proposed the direction for 
Christian culture since 1998. Moreover, it has hosted the International Academic 
Symposium on Christian Culture and Theology that has theologically sought the direction 
of Korean Christianity and theology of culture in the 21st century.46  
Various theological research institutes held several seminars that focused on 
contemporary Christian culture and its relationship to popular culture, as the influence of 
popular culture on Christian culture has emerged as a major interest in both theological 
and ministerial fields. Moreover, some Korean theological institutes invited William 
Romanowski and jointly opened a series of lectures at which he talked about how to 
create Christian culture in relation to the prominence of popular culture.47 Romanowski 
was one of the widely known scholars in Korean Christianity who studied popular culture 
from the viewpoint of the Reformed Christian tradition.48  
                                                     
46 Young Han Kim, 386. 
 
47 The titles of the lectures were “The Reality of Popular Culture and Christian 
Faith” and “How Christians Enjoy Culture.” Mi Sun Kim, “A War without Gunshot: 
Culture,” in Weekly Christian News, Vol. 1306 (Seoul: Korean Christian Mission Group, 
1998), 27.   
 
48 Kook Won Shin, 49-52. 
 
60 
 
 
 
Instead of either defending or criticizing popular culture unconditionally, he 
suggested that Christians should be discreet about engaging popular culture. As he wrote 
in his book, Pop Culture Wars, which was one of the main sources for his lectures in 
Korean, Romanowski stressed that popular culture shaped the way modern people lived 
in this world. 49 However, many Christian communities have simply ignored the influence 
of popular culture over people or showed enmity toward popular culture. He pointed out 
that churches have ostracized people in response to their concern about how to accept 
popular culture. Thus, Christian communities should understand the potentials of popular 
culture in the contemporary world; they should also learn the skills necessary to cope 
with popular culture with a positive, Christian attitude.50 
 
The Establishment of the Concept of Cultural Mission 
The theological perspective that Romanowski presented throughout his lectures 
was parallel to the viewpoint that Korean theologians and pastors had now begun to 
develop in the series of theological discussions on Korean Christianity and popular 
culture. Both were significant in that they challenged certain numbers of Korean 
Christian communities that had adhered to conservative and negative perceptions of 
popular culture and its influence on Christianity. Those theological discussions on the 
relationship between Korean Christianity and popular culture led Korean Christians to 
                                                     
49 William Romanowski, Pop Culture Wars: Religion and the Role of 
Entertainment in American Life (Eugene, OR: Wipf and Stock, 1996) 280-281.  
 
50 Ibid., 337-338. 
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contemplate the cultural context of Korean society squarely: popular culture had become 
an indispensable part of our lives. And, the accurate recognition of the cultural reality 
encouraged them to envision ways of approaching popular culture from Christian 
perspectives.51 The initiation of theological discussions of popular culture, and Christian 
culture as well, provided Korean theologians and pastors with an important opportunity 
to reflect on past Korean Christian culture. It inspired them to imagine Korean Christian 
culture and Christian cultural ministry of the 21th century.   
Meanwhile, several theologians and ministers suggested a new theological 
approach to the contemporary cultural movement of Korean Christianity, namely 
“cultural mission,” at the beginning of the 21st century. The concept of the cultural 
mission was initiated from a practical theological question about how a church could 
practice Christian mission culturally. There were two conceptual axes in this question: 
the axis of culture and the axis of Christian mission. How to relate these two would 
decide the direction of the practice of the cultural mission.52 In other words, the concept 
of the cultural mission was necessarily initiated from an ambivalent relationship between 
Christian mission and culture: culture would be both the context and the content of 
Christian mission.53 Thus, the theology of the cultural mission demonstrated that its 
                                                     
51 Young Han Kim, 387-389. 
 
52 Se Jong Park, 40. 
 
53 Ki Young Shin, “A Socio-cultural Understanding of the Relational Change 
between Korean Christianity and Culture,” in The Challenges of the 21st Century and 
Christian Culture, ed. Korean Society for Ethics (Seoul: Ye Young Communication, 
1998), 142.  
 
62 
 
 
 
practice could be presented in two ways: Christian evangelistic practices transforming 
and/or utilizing culture.54  
First, the cultural mission was understood to be a Christian practice through 
which culture (and not merely individual persons) would be transformed by the Christian 
gospel. To put it another way, culture should be the object of Christian evangelism. Sung 
Bin Yim, the head of the Center for Cultural Communication, defined cultural mission as 
an evangelistic ministry that would transform every realm of human culture in 
accordance with the gospel.55 For example, Christian cultural movements designed to 
challenge and change the society in accordance with Christian values or ethics could be 
counted as the practice of the transforming cultural mission. It aimed at creating Christian 
culture that would communicate the gospel to the world and eventually realize the 
kingdom of God in the world.56 By referring to Paul Tillich’s theology of culture, the 
theology of the cultural mission explained that the transformation of culture ultimately 
meant the recovery of culture as the expression of the ultimate concern of humanity.57 
                                                     
54 Sung Bin Yim, “The Preparation and Practice of Cultural Mission in the 
Church,” in Theory and Practice of Cultural Mission, ed. Center for Cultural 
Communication (Seoul: Ye Young Communication, 2011), 154-159. 
 
55 Center for Cultural Communication was one of the first institutes that published 
a theological study that examined and conceptualized the “cultural mission.” It also 
explored practical ministerial issues that Korean churches should consider before 
practicing cultural mission approach and introduced several exemplary ministries of the 
cultural mission. Sung Bin Yim, “Preface,” in Theory and Practice of Cultural Mission, 
5-6. 
 
56 Yim, “The Preparation and Practice of Cultural Mission in the Church,” 155. 
 
57 Tillich believed that because of the human predicament, humanity continuously 
estranges itself from the ultimate concern and creates the secular realm in its culture. This 
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Thus, the cultural mission approach would encourage Christians to focus on approaching 
the ultimate religious concern of humanity, adjusting the inordinate cultural expressions, 
and helping human culture aspire to the kingdom of God.  
Another way of practicing the cultural mission would be the utilization of culture. 
Culture could be the media through which (or tools by which) Christians could 
communicate the gospel. This approach began with the proposition that every realm of 
humanity should be regarded as cultural, and Christianity would be no exception. There 
would be no way for Christians to practice their religious activities without making use of 
culture.58 In fact, this idea, originating from Tillich’s understanding of religion and 
culture, also supported the validity of utilizing cultural forms for practicing Christian 
mission. Tillich believed that every religious practice should be carried out through 
cultural forms because human beings, including Christians, were inescapably cultural and 
always live in a cultural reality. Only through cultural forms, could people express their 
ultimate concern, what Tillich understood as the very basis of religion.59 Thus, it would 
                                                     
estrangement prevents the unity of religion and culture and holds them in a status of the 
whole division. It would be possible only when the ultimate concern of humanity would 
be recovered. Paul Tillich, Theology of Culture (New York: Oxford University Press, 
1964), 43-49.   
 
58 Won Bum Jung, “21st Century, the Age of Culture and Cultural Mission” in 21st 
Century Culture and Cultural Mission (Seoul: Handul Publication, 2008), 37-38. 
 
59 To support his point, Tillich presents the examples of religious symbols and 
religious art. In his view, everything in reality has a potential to become religious 
symbols. For example, language itself is not sacred so long as it carries its fundamental 
function, communication. However, when human beings express their ultimate concern 
through language, it becomes religious language. In this case, it is possible to say that 
people use a cultural form to practice their religion. Tillich also presents religious art as 
another example of religion borrowing forms from culture. He argues that every art 
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be inescapable for Christians to make use of cultural forms to carry out religious 
activities, such as worship or evangelism. Insofar as Christians carry out the church’s 
mission, this must be cultural, and certainly involves various cultural forms.60 Yim 
demonstrated that the example of the cultural mission appropriating culture would be, to 
put it simply, cultural ministry. Unlike the previous Christian cultural movement, “the 
cultural mission” would focus on creating and enhancing Christian culture by utilizing 
Christian and non-Christian cultural forms to enlarge the cultural influence of Christian 
communities.61  
The cultural mission approach provided Korean Christianity an opportunity to 
review its past relationship with culture and to plan its future ministries. Based on a 
comprehensive understanding of Christian mission and culture, Korean churches could 
contemplate their future missional ministry as a practice both properly utilizing culture 
and actively transforming culture. Despite the novel theological perspectives that the 
cultural mission approach demonstrated, however, Korean churches went on to 
implement the cultural mission approach in a more robust way than Yim originally 
advocated. As mentioned above, Korean churches were eager to find a solution to their 
loss of cultural influence and the numerical stagnation of their congregations, which 
                                                     
depicts human beings as ones questioning the ultimate meaning of life. Thus, even 
though no art form is particularly religious, human beings express their ultimate concern 
through arts. Tillich, 53-75. 
 
60 Se Jong Park, 40. 
 
61 Yim, “The Preparation and Practice of Cultural Mission in the Church,” 156-
157. 
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Korean churches had experienced since the end of the 20th century.62 As a result, many 
Korean churches and their pastors partially appropriated the cultural mission movement 
to deliver the gospel and invite non-Christians with an evangelistic means they 
understood to be in tune with the time, a time that accentuates the importance of 
culture.63 
Recovering the ultimate concern reflected in the contents of the secular culture 
that had been estranged because of the gap between Christianity and non-Christian was 
one of the two major objectives of the cultural mission approach.64 However, Korean 
churches considered culture only as a missional tool through which they could understand 
the preferences of the public and also appropriate them.65 Under the name of cultural 
mission, therefore, numerous Korean churches spurred the development of a 
contemporary Christian culture by utilizing culture, and eventually directly imitating 
                                                     
62 Meanwhile, some scholars interpret this period from a different viewpoint. 
They think it was a time when the digital technology was rapidly advanced. At the end of 
20th Century, Korean society began to use the Internet. Digital cameras came into wide 
use, and people could easily photoshop pictures downloaded from the Internet. In the 21st 
Century, people could freely watch videos through online video-sharing websites, and 
they could even produce visual images and upload them as UCC (User Created Contents) 
became popular. As the digital technology overwhelmed Korean society, Korean 
churches actively accepted and utilized it in various fields of ministry, such as worship 
services, management of communities, and production of promoting materials. 
Eventually, they could have easy access to the materials of popular culture and utilize 
them to enrich their ministerial contents. Young Hoon Yoon, “Today’s Korean 
Evangelical Movement, Culture, and Media,” in Transforming Korean Churches and 
Evangelical Movement, 207-208, 223-225. 
 
63 Young Han Kim, 375-380.  
  
64 Tillich, 25. 
 
65 Se Jong Park, 41-46.  
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culture, especially popular culture. The more similar Christian culture looked to popular 
culture, the more familiar and attractive it would be. In other words, they promoted their 
culture in a way that mimicked what people enjoyed as a way of inviting them into the 
church.   
Moreover, theological research on Korean Christianity and popular culture 
gradually lost its “academic” aspects. Instead, Korean theological research on Christian 
mission and (popular) culture attached more weight to the pragmatic application of 
popular culture, appropriately qualified, to ministerial contexts. Strategic studies of how 
to incorporate popular culture into ministry were prioritized and of more importance than 
theological, sociological, and aesthetical analysis of the relationship between Christian 
culture and popular culture. In fact, the volumes of theological studies that academically 
examined popular culture and its appropriation in the Korean Christian context published 
since the late 20th century are far fewer in number than the written works that introduced 
practical strategies for using popular culture in the ministerial fields.66  
As the theological conversation on Korean Christianity, culture, and cultural 
mission got overly weighted toward the pragmatic utilization of popular culture, some 
within theological circles voiced concern over Korean Christianity’s bias toward the 
practices of the cultural mission. For example, Jung Suk Lee, a Korean theologian, 
analyzed several responses that Korean churches took toward modern culture in his book 
                                                     
66 Young Han Kim, 378. 
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Theology of Culture.67 He pointed out that Korean churches designed multimedia 
ministries, such as seeker-sensitive services and praise and worship services, which 
imitated popular cultural events or concerts that succeeded in the pop culture market.68 
As those worship services became trendy in Korean Christianity, Korean churches 
standardized this form of cultural ministry (and mission). They came to regard Christian 
culture utilizing popular culture as the culturally refined one that exemplified the only 
correct way of practicing Christian ministry in relation to modern culture.69 Korean 
churches eventually tended to believe that an appropriation of popular culture would be 
the (only) correct missional approach in the 21st century. 
Korean Christian culture and Korean popular culture have been inseparable since 
the post-Korean War era. There were times when the relationship between those two was 
complementary and there has been competition between the two as well. For example, 
when Korean popular culture was nonexistent in Korean society, Korean churches made 
up for the cultural shortfall for Koreans. They designed various entertaining events and 
invited Koreans. Thanks to Korean churches’ efforts, Koreans had chances to entertain 
themselves with Korean Christian cultural programs. Meanwhile, along with the 
development of Korean popular culture, Koreans have gradually turned their heads away 
                                                     
67 Lee presents the categories of Korean churches’ responses toward modern 
culture as liberalism, cultural conservatism, cultural absolutism, cultural relativism, and 
cultural separatism. Jung Suk Lee, Theology of Culture (Seoul: International Theological 
Seminary, 2012), 25-28. 
 
68 Ibid., 157-158. 
 
69 Lee classifies this cultural response that Korean churches take as “cultural 
absolutism.” Ibid., 27. 
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from Korean churches’ cultural programs. To them, Korean popular culture was more 
appealing and entertaining than Korean Christian culture. Again, for the most part, 
Korean churches became culturally less competitive and lost their cultural influence over 
Koreans.  
As a solution to its cultural stagnation, Korean Christianity sought to reconsider 
the meaning of Korean Christian culture and improve its quality. Considerable numbers 
of churches and seminaries joined in imagining a Christian culture that would reflect the 
gospel and also be attractive to people. Unlike the original intention to create a Christian 
culture that contained both radicalism and popularity, however, a certain number of 
Korean churches steered the pragmatic course by focusing on the development of popular 
Christian culture. Starting with seeker-sensitive worship services and contemporary 
Christian music, Korean churches have increased the level of the incorporation of popular 
culture into Christian ministry. Under the name of the cultural mission strategies, they 
have taken advantage of popular culture and eventually reached the level where they 
plainly copied popular culture and crafted evangelistic parodies. Although there are still 
theological and ministerial attempts to create an alternative culture that reflects the 
kingdom of God, a significant number of churches have already acquired a taste of the 
benefits of the cultural merger. The creation of imitations of popular culture is likely to 
continue for the time being. Many Korean churches seem to believe that those 
evangelical parodies are well-received by people while theological consideration can be 
left aside.  
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Based on knowledge of the historical background of Korean churches’ approach 
to popular culture, I will analyze some actual examples of the evangelistic parodies in the 
following chapter. There are two important conceptual elements in this unique 
evangelistic practice of Korean churches: popular culture and parody. Popular culture is, 
so to speak, the raw material of Korean churches’ cultural practice of Christian 
evangelism, while parody is its method. Thus, I will explain in what cultural situation 
Korean churches and organizations chose the specific cultural raw materials and used the 
method of parody. I will also examine how those Korean churches or Christian 
communities articulated parodies of popular culture in their ministries. Lastly, I will infer 
the understanding of Christian evangelism reflected in those evangelistic parodies of 
popular culture. 
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CHAPTER THREE 
A DESCRIPTIVE STUDY OF  
KOREAN EVANGELISTIC PARODIES OF POPULAR CULTURE 
 
Korean churches appropriate the contents of popular culture to attract people’s 
attention. They create imitations of (top-rated) popular culture that both Christians and 
non-Christians relish. They produce flyers promoting church events that imitate images 
of famous movie posters, sing popular songs slightly changing the lyrics to include 
religious terminology and references, and produce video clips that copy popular music 
videos, TV shows, or movies.1 Korean churches then introduce those imitations as 
“parodies.” Parody is precisely this creative aesthetic production that makes of 
Christianity and popular culture a new, culturally hybrid form. 
In fact, parody is one of the most widely used techniques in the advertisement 
industry. It creates irony between the original and the imitation, or the familiar and the 
unfamiliar materials. The irony stimulates people’s curiosity and also presents them with 
                                                     
1 There are a considerable number of these examples of the evangelistic parodies 
in Korean Christian context both online and offline. For example, when the movie, 
Avengers, was released in Korea, many churches made posters of “Amengers” that 
promoted church events by replacing the faces of the superheroes with the faces of their 
pastors or church members. Even when the Korean film noir, New World, hit the box 
office, a Korean church made a video clip that informed her retreat by mimicking several 
scenes of the movie that contained strong lines and performances. A praise worship 
leader appeared in a singing competition TV show and sang several popular songs where 
the lyrics were slightly changed into church language. Furthermore, a Korean mega-
church distributed an evangelistic flyer that copied a supermarket sweepstakes. Another 
mega-church created evangelistic material that contained only the faces of female 
members of the young adults group with an advertising copy of “Do you want to have a 
girlfriend?” by parodying a famous matchmaking TV show.    
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a lot of amusement. Thus, for example, advertisement companies create commercials that 
copy aspects of popular art to induce people to buy their products.2 In this sense, it is 
possible to regard Korean churches’ parodies of popular culture as little more than a 
means of marketing. From the perspective of a commercialized culture, everything is 
simply for sale. Even if Korean churches do not intend to sell their churches, people who 
live in a society dominated by consumerism are likely going to perceive evangelistic 
parodies as marketing methods.3 Thus, it is important to show how evangelistic parodies 
as developed by the church are different (if, in fact, they are) from other consumerist 
marketing strategies. I will briefly explore the marketing element of evangelistic parodies 
before I move to a detailed description of the evangelistic parodies. 
In Church Marketing 101, Richard Reising says that the core concept of church 
marketing is “managing people’s perceptions toward the hopeful end that they will 
respond to Christ and His church.”4 In general, commercialized marketing strategies are 
focused solely on how to identify and satisfy what target customers want to have or to 
be.5 Unlike consumerist concepts of marketing, however, church marketing seeks a way 
to deliver the gospel by opening the minds of non-Christians even if they do not want it, 
                                                     
2 Richard Reising, Church Marketing 101: Preparing Your Church for Greater 
Growth (Grand Rapids: Baker Books, 2006), 59-60. 
 
3 Tyler Wigg Stevenson, “Jesus Is Not a Brand,” Christianity Today, last modified 
January 2, 2009, accessed October 13, 2014, 
http://www.christianitytoday.com/ct/2009/january/10.20.html.  
 
4 Reising, 23. 
 
5 Tyler Wigg Stevenson, Brand Jesus: Christianity in a Consumerist Age (New 
York: Seabury Books, 2007), 17-20. 
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and even if it challenges the filters that perceive every Christian outreach as strategic 
consumerist marketing. Thus, church marketing consists of a process that concerns how 
people perceive the church; it involves planning how to approach their prejudices, and 
adjust their thoughts by communicating the gospel.  
Moreover, Reising states that the concept of church marketing, which manages 
people’s perceptions of Christianity or Christian communities, is biblically oriented. He 
mentions that over thirty biblical references show that Jesus “perceived [people’s] 
thoughts and said [something challenging their preconceptions].”6 Jesus was concerned 
with people’s prejudices regarding Christian communities, including his followers, when 
he began to preach the good news. In order words, the delivery of the gospel was the 
“marketing strategy” that Jesus used to challenge people’s thoughts.7 By adjusting their 
thoughts, Reising continues, Jesus eventually led them to see how the kingdom of God 
would be inaugurated throughout his life. Thus, church marketing, which follows the 
example of Jesus’ ministry, is fundamentally not consumerist in that it aims at not 
satisfying but challenging people’s perceptions.   
Employing the insights from Reising’s argument, it seems reasonable to accept 
that Korean churches’ evangelistic parodies might well be a means of church marketing. 
Korean churches copy the attractiveness of popular culture to attract the attention of non-
Christians. However, it is not merely for the promotion of their churches or church 
events. Korean churches’ imitations of popular culture affect the perceptions of the 
                                                     
6 Reising, 25-28. 
 
7 Ibid., 23. 
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people who experience these evangelistic media. People often perceive the church as 
separate from both the contents of popular culture and individuals who enjoy popular 
culture. When these people face Korean churches’ mimicries of popular culture, their 
eyes are caught by these slightly modified imitations. Those imitations come as a surprise 
to the people viewing them because these media are thought to be exclusive to secular 
culture and do not match their existing images of the church. Thus, these parodies both 
challenge their prejudices and provide chances to reconsider their views of the church. 
People who experience these parodies undergo changes in their image of the church and 
may gradually become ready to listen to the gospel.  
Certainly, not all the evangelistic parodies aim at the same results. Some seek to 
deliver the gospel by influencing people’s thoughts, while others simply try to draw 
people to specific churches. Some evangelistic practices aim at both attracting people’s 
attention and managing their perceptions of the church. Most of the evangelistic practices 
do not clearly describe their goals. It is difficult to find a clear-cut distinction between 
church marketing and commercialization of the church. Since every aspect of Christian 
evangelistic practices, including every evangelistic parody of popular culture, has a 
different goal, it is not possible to describe them simply as “marketing strategies.” The 
fact that Korean churches utilize the attractiveness of parodies of popular culture does not 
necessarily mean that these parodies are products of “consumerist” marketing strategies. 
It is rash to conclude that every Korean churches’ evangelistic parody is a marketing 
strategy derived from a commercialized culture.  
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Accordingly, I suspend general judgment on the possible collusion between 
consumerist marketing strategies and Korean churches’ evangelistic parodies. In the 
following paragraphs, I engage instead with some examples of the evangelistic 
“parodies” from theological, aesthetic perspectives. In this part, I particularly describe 
how Korean churches create imitations of the contents of popular culture for the sake of 
Christian evangelism. My study explores the extent to which parodies of popular culture 
play a role as a significant evangelistic method in the context of Korean Christianity. 
Lastly, it seeks to examine and understand Christian evangelism and how it influences the 
development and practice of evangelistic parodies.  
 
Case I. “Gangnam Style” and “Church Style” 
Among various examples of Korean churches’ evangelistic “parodies,” one of the 
most significant ones was released in 2012. On July 15, 2012, a Korean musician, who 
had shiny and slicked back hair, and wore a blue tuxedo and black and white saddle 
shoes, released the lead single of his sixth album. His name was Psy, and the title of his 
song was “Gangnam Style.” After his music video was uploaded on YouTube, it gained 
tremendous popularity from all over the world and became the most-watched YouTube 
video. On December 22, 2012, his music video was eventually ranked as the first 
YouTube video that reached one billion views.8  
                                                     
8 Jung Joon Kim, “Gangnam Style: its Cultural Literacy and the Tasks of 
Christian Mission,” in K-Pop Wave and K-Christianity, ed. Korean Society for Theology 
of Culture (Seoul: Dong Yeon, 2013), 299-301. 
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In his article, “All I Know about Psy,” Dong Yeon Lee analyzes three cultural 
codes that cause the (global) fandom of “Gangnam Style.”9 First, its musical genre is 
called “rap-tronic” which combines two different musical styles: hip-hop and 
electronic.10 It is a mainstream style in the Western Pop Music scene and world famous 
musicians, such as Lady Gaga, frequently use this musical genre. Since “rap-tronic” is 
one of the most popular musical trends around the world in the 21st century, global 
audiences easily enjoy and sympathize with “Gangnam Style.” Second, Lee states that the 
visual images of the music video are particularly local, or Korean, in opposition to its 
universal music style. “Gangnam Style” music video is filled with kitsch expressions 
created by intentionally imitating “B” culture. The combination of urbane music style and 
inurbane, non-Western scenes create a unique cultural content that appeals to global 
viewers. The fact that the music video posted on YouTube became more popular than the 
music itself proves the visual images of the music video are attractive to international 
audiences. Lastly, Lee insists that “Gangnam Style” contains an ideological code. While 
it is hard to conclude that the music video itself includes any elements supporting social, 
cultural ideologies, after it gained worldwide popularity “Gangnam Style” became an 
icon of the global Korean wave or the global influence of Korean culture. At the same 
time, many Koreans identify themselves as people who belong to the country of 
                                                     
9 Dong Yeon Lee, “All I Know about Psy,” Culture/Science 72 (December, 
2012): 318-321.  
 
10 Ibid., 319. 
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“Gangnam Style” Lee thinks that “Gangnam Style” eventually forms a “cultural 
nationalism” and it affects people’s enthusiasm for this special music.11    
In opposition to Lee’s analysis of the third code of “Gangnam Style,” however, 
some scholars argue that “Gangnam Style” criticizes the dominant materialism of Korean 
society symbolized by the term “Gangnam,” which means the most affluent part of Seoul. 
According to their view, the music video constantly presents Psy singing in inurbane 
places that seem least “Gangnam-ish,” while the lyrics continuously identify Psy as a guy 
of “Gangnam” style. This music video creates an ironical comparison of ill-matched 
cultural elements. As Psy described the theme of his music and dance as “dress classy, 
dance cheesy” in an interview with Ellen DeGeneres, “Gangnam Style” is a postmodern 
art that hybridizes different factors of modern Korean society.12 Thus, scholars evaluate 
the irony that the music video creates as a satire on the ostentatious upper classes of 
Korean society.13 
Meanwhile, when “Gangnam Style” became popular around the world, a youth 
group pastor of a local church in Korea also uploaded a parody of the music video titled 
                                                     
11 Dong Yeon Lee, 320-321. 
 
12 “Gangnam Style’s Psy Appears on ‘Ellen,’ Schools Britney Spears,” The Wall 
Street Journal, last modified September 12, 2012, accessed November 11, 2014, 
http://blogs.wsj.com/scene/2012/09/12/gangnam-styles-psy-appears-on-ellen-schools-
britney-spears/. 
 
13 See Ho Hyun Son “Dancing God and K-Pop Wave,” in K-Pop Wave and K-
Christianity, 279-80 and Ik Sang Shin, “K-Christianity: In-between Gandnam Style and 
Christian Mission,” in K-Pop Wave and K-Christianity, 343-348.  
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“Church Style” on YouTube.14 He produced it as a promotional video of the youth group 
summer retreat held in his church. Unexpectedly, this video also engaged public attention 
quickly.15 When analyzing this imitation music video, it is important to point out that it 
also contains cultural elements that attract people’s attention as the original had, as shown 
in the argument mentioned above about the cultural codes of “Gangnam Style.” Its visual 
images and lyrics are particularly significant elements of this parody music video.  
In the “Church Style” music video, the youth group pastor played a role as an 
imitation of Psy by dressing in the same kind of costume. Unlike the original art in which 
Psy sang and danced here and there in parts of Korean society that hardly seemed like 
“Gangnam” district, the imitation of Psy wandered around a church building while 
dancing the “horse dance” which was the symbolic performance of “Gangnam Style.” 
The ironical combination of the churchy scenes and the un-churchy performance that the 
“Church Style” music video created provided as much fun as the “Gangnam Style” music 
video did.  
Moreover, as he wandered around the church, the imitation of Psy also got 
together with some people just as the original Psy went around with various people, 
including glamorous female dancers, famous comedians, and professional 
actors/actresses. Unlike the splendid casts of the original art, the supporting roles that 
                                                     
14 See Appendix A. 
 
15 According to Kukmin Daily, “Church Style” reached 110,000 views in its first 
week of release. “Church Style Amazed Psy,” Kukinews, last modified August, 20, 2012, 
accessed May 10, 2015, 
http://news.kukinews.com/article/view.asp?page=1&gCode=kmi&arcid=0006362332&c
p=nv. 
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appeared in the “Church Style” were played by youth group students and adult members 
of the church. Since they were amateurs, their performances were clumsy and bashful. 
However, their flimsy acts and dances created another sort of fun that professionals in the 
original music video could not present. 
Moreover, the lyrics of the “Church Style” music video played a major role in 
providing fun to viewers. The pastor, who directed the music video and imitated Psy in 
the video, slightly changed some words of the original lyrics into church terms. For 
example, the original lyrics of the second verse of “Gangnam Style” were:  
A girl who looks virtuous but plays when she plays 
A girl who puts her hair down when the right time comes 
A girl who covers herself but is sexier than a girl who bares 
it all 
That kind of sensuous girl  
 
I am a guy  
A guy who seems gentle but plays when he plays  
A guy who goes completely crazy when the right time 
comes  
A guy whose thought is more rough and bumpy than 
muscles  
That kind of guy16 
  
However, the pastor changed the original lyrics and sang it in the “Church Style” 
music video as follows: 
A student who seems not to come to a retreat but comes 
A student who puts hands up and prays when the right time 
comes 
A student who is young but prays more than adults 
That kind of spiritual student 
 
                                                     
16 Psy, “Gangnam Style,” Psy 6: Six Rules. YG Entertainment: Seoul. CD. 
Recorded 2012.  
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I am a pastor 
A pastor who seems gentle but plays when he plays 
A pastor who goes completely crazy when he praises God  
A pastor whose faith is more rough and bumpy than 
muscles 
That kind of pastor17  
 
In a similar manner, the director of “Church Style” changed the parallel 
descriptions of “Gangnam Style” men and women presented in the original lyrics into a 
series of comparisons of “Church Style” pastor and youth group students. Moreover, he 
changed the most sensational lyrics of the original chorus that repeated “Yeah, Sexy 
Lady” into “Yeah, Summer Retreat.” By modifying provocative language, the director of 
the parody music video made it both singable within a church setting and presentable to 
the public as a Christian parody of “Gangnam Style.” It does not mean that every 
sentence of the modified lyrics was Christianized. Although some expressions were 
contrived and even some of them seemed irrelevant to Christianity, a considerable 
number of people—regardless of their religious orientations—enjoyed the lyrics of the 
parody music video and evaluated it as creative.18 
If the original evangelistic intention of the “Church Style” music video was to 
attract people’s attention and advertise the youth group summer retreat, it is possible to 
conclude that it fulfilled its evangelistic mission. As mentioned above, a considerable 
number of people watched the video and evaluated it as containing interesting, funny, or 
brilliant content. Probably, the pastor who directed this music video saw great results 
                                                     
17 Kukinews, “Church Style Amazed Psy.” 
 
18 Ibid. 
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from promoting the summer retreat. However, in an interview in Kukmin Daily, the 
pastor said that he created a parody of Psy’s “Gangnam Style” with an “evangelistic” 
purpose in his mind.19 He intended to produce a video affirming that the church is open to 
the world in the hope that people who watched the video would come to church. He 
added that the church should open its doors to the world to follow Jesus’ command for 
Christians to become salt and light in the world. To him, to become salt and ultimately to 
practice Christian evangelism meant to go into the world and introduce Christian culture. 
Through this video, he introduced a Christian culture that represented the openness of the 
church to the world by producing a parody of the most popular music video.20  
The evangelism that the “Church Style” music video sought was less interested in 
delivering Christian messages (such as the good news about Jesus, or the kingdom of 
God) than in proving that the church is a worthy place to visit. Even the lyrics of the 
music rarely contained the messages of the gospel. The video only presented superficial 
descriptions of the lives of Christians.21 Therefore, the basic understanding of Christian 
                                                     
19 Kukmin Daily is the first Korean Christian daily newspaper. It was established 
in 1988 with the financial support of Yoido Full Gospel Church. Now, Kukmin Daily is 
the only religious daily press counted as one of the ten largest newspapers in Korea. Deok 
Man Bae, “The History and Vision of Kukmin Daily,” in Creative Christians in the Age 
of Culture, ed. Young Hoon Yoon (Seoul: Duranno Academy, 2010), 345-350.    
 
20 Kukinews, “Church Style Amazed Psy.” 
 
21 There are many other cases in Korean Christian context that put more weights 
on the exterior features than the gospel, especially when the global influence of 
“Gangnam Style” and Christian mission was compared. For example, when “Gangnam 
Style” was a big issue in Korean society, a Korean pastor wrote an article that analyzed 
the popularity of “Gangnam Style” and concluded that Psy’s sense of humor was a 
significant part of it. Since his music video impressively reflected Psy’s humor code, it 
made a global-scale big hit. As he described the humor code of “Gangnam Style,” the 
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evangelism underlying “Church Style” music video could be identified as both 
advertising the church event and addressing the openness of the church to the world. To 
practice his concept of evangelism, the pastor cleverly chose to use a parody of popular 
culture to promote the youth group summer retreat. It also showed that both the pastor 
who produced the parody music video and his church did not exclude popular culture but 
demonstrated an openness to using it in a creative manner. Although it is hard to regard it 
as an excellent means of delivering the Christian gospel, this parody music video was 
enough to accomplish its evangelistic purpose. 
 
Case II. Avengers vs. Amengers 
If the “Church Style” music video was the most well-known evangelistic parody 
created by Korean churches, the parodies of movie posters would be another common 
evangelistic practice appropriating popular culture. It is easy to find examples of the 
parodies of popular movie posters that are printed as flyers, put as banners, or uploaded 
as online contents. In fact, these (Christian) parodies of popular movie posters have been 
widespread in Korean society in association with the introduction of the Internet. Since 
the end of the 20th Century when the Internet was introduced in Korean society, the 
Korean Internet environment has been gradually developed. Soon, it passed the era of 
                                                     
pastor stated that Christian church also had a unique humor. It was the good news 
because it was called as “joyful” news. He insisted that the influence of the good news, 
which he also described as “God’s humor,” should not be weaker than “Gangnam Style.” 
Therefore, he suggested that churches should lower their doorsills and witness God’s 
humor. “Gangnam Style and the Humor of the Church,” Kukmin Daily, lastly modified 
August 15, 2012, accessed May 12, 2015, 
http://news.kmib.co.kr/article/view.asp?arcid=0006349053&code=23111415. 
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“Web 1.0” and finally, entered into the era of “Web 2.0” at the beginning of the 21st 
Century.22 There was a significant difference between “Web 1.0” and “Web 2.0”: in the 
former system, only the organizations that opened and ran websites could unilaterally 
distribute and control information, while in the latter system, every user could partake in 
the process of contributing and configuring information.23 The advent of “Web 2.0” 
system diffused power that had supervised information, opened multilateral 
communications, and allowed people to create and share information freely. Apparently, 
many Koreans who once were passive Internet users became active participants 
expressing themselves throughout various online activities in the era of Web 2.0.   
Moreover, digital cameras and the Photoshop program that enabled people to 
compile pictures easily were also introduced in Korean society at the end of the 20th 
Century. The new photographic technologies spread rapidly, and considerable numbers of 
Koreans learned how to operate digital photographic tools and edit their photos by using 
Photoshop. When the era of Web 2.0 arrived, Koreans who had extensive knowledge of 
                                                     
22 “Web 1.0” and “Web 2.0” are the labels that refer to the online systems. “Web 
1.0” refers to the initial technology of the Internet. The online space based on “Web 1.0” 
is controlled only by the web master. The online users can access information uploaded 
by the web master but cannot communicate or react. Meanwhile, “Web 2.0” is the 
following system of “Web 1.0” in which the role of the users is reinforced. They can read 
information provided by the web creator and they can also participate in the process of 
providing information on the online. “Web 2.0” technology allows every user to upload, 
share, and download contents. It ultimately enriches the quality and quantity of 
information on the Internet. Virginia Mihaela, “One Step Ahead: From Web 1.0 to Web 
2.0 Technologies in Higher Education,” The International Scientific Conference 
eLearning and Software for Education 2 (2015): 144-145. 
 
23 Young Rae Kim, “Web 2.0 Culture and the 21st Century Church,” in Creative 
Christians in the Age of Culture, 125-126. 
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the digital photographic technologies became the most energetic cyberspace activists. 
Since they knew how to deal with the digital images, these semi-experts freely uploaded, 
downloaded, and shared various kinds of pictures through online communities.24 At the 
same time, they distributed composite pictures and parody photographs that they created 
by using the Photoshop program. Most of their creations aimed at entertaining themselves 
or lampooning current affairs. Eventually, they expressed their opinions and formed a 
social consensus on particular socio-political issues by appropriating digital photographic 
technologies.  
Among various online, digital photographic contents, one of the most frequently 
used forms was the parody of popular movie posters. A film poster is designed to deliver 
information about a movie that is necessary for audiences to enjoy the motion picture. It 
is also aimed at promoting a particular film and attracting moviegoers by providing 
information about the premiere of the film. However, a movie poster has a unique 
aesthetic feature: it sums up a movie in a single image and a few pithy sentences. This 
means that a film poster is an implicative artwork that expresses everything a film can 
deliver to viewers, such as messages, feelings, or emotions through a limited medium. 
Because of its limited presentation, it must be designed as imaginatively as possible so 
that potential moviegoers can transform the abstract and arbitrary expressions loaded in 
                                                     
24 Jae Young Lee, “Reconceptualization of Movie Poster Parody to Investigate the 
Educational Benefits of Visual Cultural Art Education,” Art and Education 10, no. 1 
(June, 2009): 116.  
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the movie poster into concrete images in their minds.25 In other words, a movie poster 
should enable people who see its symbolic descriptions to forecast the whole content of a 
film based on the information reflected on the movie poster.  
Certainly, a movie poster is one of the most succinct meaning-transmitting media. 
Because of the effectiveness in communicating, many parody-makers appropriate movie 
posters as their main sources. Based on the well-laid-out presentation of the original 
movie poster, a producer of a parody movie poster intentionally overlays her/his 
messages by modifying its original image or phrase. A parody of a movie poster 
transmits a new meaning created by the maker of the parody and it also conveys the new 
meaning to the people who see the parody.26 In addition to the effectiveness in 
communicating, a parody poster creator also depends on the influence of the original 
motion picture. People respond to posters of movies that are popular. Since they are 
familiar with the movie, the poster of the movie attracts their attention. This means that 
the more popular the original movie is, the more famous the parody poster can be. The 
more influential the parody poster becomes, the more content the parody poster maker 
can communicate with viewers.  
Because of the significant influence of a parody movie poster, many online users 
prepared with Web 2.0 and digital photographic technology have eventually expressed 
their ideas or messages throughout the parodies of popular movie posters. Since the 
                                                     
25 Gary Rhodes, “The Origin and Development of the American Moving Picture 
Poster,” Film History 19, no. 3 (2007): 228. 
 
26 Jae Young Lee, 117-118. 
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beginning of the 21st century, they have created and uploaded parodies of movie posters 
on various websites. Most of the parodies were related to political and social issues in and 
out of Korean society. Parody movie posters were efficient ways to lampoon the 
irrationalities of the society and to provide information about these matters publicly. 
Thus, the creators of the parodies have intentionally expressed their opinions on those 
issues and formed a social consensus through those parodies of movie posters.  
As the parodies of movie posters became increasingly popular online, Korean 
churches quickly appropriated the technique. In fact, Korean churches had already been 
utilizing digital technology in various fields of ministry ever since digital technology was 
introduced into Korean society. By accessing the digital materials uploaded online, they 
could enrich their ministerial efforts and keep up with the times.27 In this vein, the parody 
of movie posters was one of the contemporary cultural formats through which Korean 
churches could communicate with people.   
Within this contextual background, Korean churches have made numerous 
parodies of popular movie posters.28 At first glance, their parodies do not seem very 
                                                     
27 Young Hoon Yoon, “Today’s Korean Evangelical Movement, Culture, and 
Media,” in Transforming Korean Churches and Evangelical Movement, ed. Jong Hyun 
Park (Seoul: Duranno Academy, 2011), 207-208, 223-225.  
 
28 Korean churches made most parodies of popular movie posters in a similar 
format: they slightly changed the titles of each film in the manner of malapropism and 
edited the faces of the main characters with the faces of the pastors. For example, they 
changed Lord of the Rings into “Lord of Mission,” Superman Returns into “Retreat 
Returns,” Leave while People Are Clapping into “Worship with Clapping” and Frozen 
(which was translated into Frozen Kingdom in Korean) into “Prayer Kingdom.” Even a 
parody movie poster which imitated Captain America: Civil War had a subtitle saying, 
“Which side are you on: a church retreat or afterschool programs?” Except the movie 
posters, Korean churches also parodied posters of Korean TV shows. For example, they 
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different from the secular parodies of movie posters that mainly aim at ridiculing 
irrational social and political issues. They also include several fun factors, such as 
“photo-shopped” faces of the main characters, or clever puns on the titles of the movies. 
The only difference is that these Christian versions of parody movie posters do not 
contain sarcastic elements that lampoon current affairs. Instead, they are filled with 
Christian amusements: for example, a Korean church made a promotional banner by 
slightly modifying the original poster of the movie, Avengers. It changes the title of the 
movie into “Amengers” and adds a subtitle saying, “We guard the chapel.” It also morphs 
every face of the superheroes into the faces of ministers of the church.29 Although it 
contains various novel ideas of parody, it is hard to find any elements that lampoon 
society. Like the “Amengers” poster, most of the parody movie posters that Korean 
churches create simply remove the critical, satirical, or ironic elements and replace them 
with Christian entertainment materials.30 
                                                     
created the poster of “Show Me the Faith” by copying Show Me the Money (which is a 
Korean Hip Hop music competition TV series) and “Infinite Evangelism” by using 
Infinite Challenge (which is the first Korean reality TV show). See Appendix B and D.     
   
29 “‘Amengers,’ the Absurd Title of a Youth Group Retreat,” Ezday, lastly 
modified July 20, 2012, accessed June 20, 2015, 
http://www.ezday.co.kr/bbs/view_board.html?q_sq_board=3980607. 
 
30 A worship leader who worked at a church in Incheon, Korea also became 
famous when he posted his Christian parodies of popular movie posters on a website. He 
parodied numerous posters of popular movies, such as A Crisis of a Family, Sympathy for 
Lady Vengeance, The Da Vinci Code, and The 40-Year-Old Virgin. He slightly changed 
the titles of those movies into “A Crisis of Satan,” “Sympathy for Lady Evangelism,” 
“The Da Vinci Comedy,” and “The 40-Year-Old, Who Has Never Evangelized People.” 
Unlike the “Amengers” poster, his parody posters did not promote church events or 
particular Christian communities. However, his creations also contained Christian 
entertainment factors as well as Christian nuances. See Appendix C. “Eyes Focused on 
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However, it is important to point out that Korean churches design these funny 
parodies using certain criteria. In other words, these parody posters are not outcomes of 
randomly chosen imitations for the sole purpose of entertainment. Rather, they are 
parodies of carefully selected elements of popular culture that share a significant common 
factor: Korean churches imitate only the posters of popular films that achieve box office 
success. They do not appropriate the posters of movies that failed to achieve a popular 
success, or are indifferent to commercial success, such as experimental or independent 
films. It is possible to make funny parodies with the posters of serious, unpopular, and 
non-commercial films. But Korean churches are selective and for good reason. Their 
parodies of movie posters primarily aim at drawing people’s attention. By presenting 
slightly modified versions of familiar and popular visual materials, churches intentionally 
get large numbers of people to look at their imitations.  
Why are Korean churches so focused on attracting people’s attention even to the 
point of creating parodies of popular movie posters? When it comes to reviewing the 
content of Korean churches’ parody movie posters, it is clear that most of these imitations 
aim at providing information about church events, such as summer retreats, seminars, or 
VBS, to people who are both in and out of their churches. For example, the “Amengers” 
parody poster ultimately asks young adults to guard the chapel by joining the summer 
retreat held in the church. Thus, it is possible to infer that the evangelistic message 
implied in those parody posters is “come to the church first.” When they get in the 
                                                     
Christian Parodies of Movie Posters,” Christian Today, lastly modified, June 07, 2006, 
accessed June 20, 2015, http://www.christiantoday.co.kr/view.htm?id=175303.   
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church, they can participate in the opportunities of listening to the gospel, doing various 
church activities, or learning to be a member of a Christian community. 
To those churches that craft parodies of popular movie posters, evangelism is first 
and foremost religious advertising. The prime evangelistic task is bringing people into the 
church. However, it is unclear that these churches necessarily regard evangelism as a tool 
to achieve numerical growth for congregations. Although some may intend to enlarge the 
membership of their churches, these churches practice evangelism by bringing people 
into their communities, and those parodies of popular movie posters are invitations. This 
invitation concept of evangelism can be construed as the very first step of “initiation into 
the kingdom of God,” as William Abraham defines Christian evangelism.31 In his book, 
The Logic of Evangelism, Abraham argues that evangelism should not be just 
proclamation of the gospel. Rather, it is a process of initiating converts into the kingdom 
of God for the first time. Proclamation of the gospel is a sort of an invitation and it is also 
the first phase of Christian initiation.32 After being invited into the church, existing 
Christians help newcomers to become formed as agents of the kingdom of God. They 
learn traditions of Christianity, become members of a particular Christian community, 
and participate in the sacraments.33 Thus, Abraham conceptualizes evangelism as a 
                                                     
31 William Abraham, The Logic of Evangelism (Grand Rapids, MI: Wm. B. 
Eerdmans Publishing Co, 1989), 13.  
 
32 Ibid., 69. 
 
33 Ibid., 105. 
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process of initiation that is comprised of an invitation into the encounter with God’s reign 
followed by catechesis and formation.   
In this vein, the concept of evangelism implied in the parody movie posters and 
Abraham’s understanding of evangelism are similar to each other in that they both count 
invitation as an important phase of Christian evangelism. Admittedly, it is not altogether 
clear whether those churches understand evangelism as a process of initiation. The 
retreats, services, or meetings that the parodies of popular movie poster promote are more 
like one-time events than a systematic process of initiation and formation. Those events 
may provide people with opportunities to experience divine encounter, to listen to the 
messages about the kingdom of God, or to become members of a church. However, that 
is only a supposition. The concept of evangelism implied in the parodies of popular 
movie posters does not necessarily involve a prolonged process of Christian initiation.  
 
Case III. Seduction vs. Introduction 
Since 2011, a dating reality TV show, titled “The Couple,” has gained popularity 
in Korean society. The format of the show is simple: six men and six women entered a 
restricted residence, named “the village of love.” Once there, they behaved under a 
certain code of conduct. After seven days of communal living, each individual was given 
a chance to choose a partner from among the members of the group. Cameras showed 
how those men and women, who were in the marriage age bracket, became couples, how 
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they behaved as they found partners, and with what standards they chose their mates.34 
One of the reasons that this show became quite popular in Korean society was that it was 
the first matchmaking TV show in which ordinary people starred in major roles. Unlike 
celebrities, the whole cast of the show were amateurs so that their behavior was less 
affected and more natural than the performances of professional actors/actresses. In other 
words, this show appealed to viewers because it simulated the reality of romance among 
Korean young adults.35 Because of its realistic representation, this show recorded a 
considerable viewing rate and eventually other TV stations competitively produced 
copycat programs.  
Interestingly, during the period when the viewing rate of “The Couple” continued 
to skyrocket, a Korean church located in Seoul, Korea distributed an evangelistic flyer.36 
On its face, it contained provocative questions asking, “Do you have a girlfriend / a 
boyfriend? Do you want to have a blind date?” On its back, the flyer carried pictures of 
female/male young adult members of the church under a catchphrase saying, “Which one 
is your type?” Under their pictures, the flyer even provided information on their ages and 
occupations. Except for the fact that a church produced it, the “evangelistic” flyer looked 
similar to advertising brochures from dating/matchmaking companies. The church 
                                                     
34 Dong Hoon Kim, “TV Reality Program, its Narrative Structure and Implication: 
A Semiotic and Discourse Analysis on a Reality Program, ‘The Couple,’ of SBS TV” 
(PhD diss., Sung Kyun Kwan University Press, 2014), 33.   
 
35 Seon Ki Baek, “The Format, Narrative, Discourse, and Implications of the 
Reality TV Shows,” The Semiotic Studies 42 (February, 2015): 29-30.   
 
36 See Appendix E. 
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distributed this flyer right at the time when “The Couple” was becoming one of the most 
popular TV shows.  
One can assume that the church that produced this flyer utilized the fever of 
matchmaking caused by the TV show “The Couple.” In addition, the flyer copied the 
theme of “The Couple” by coloring the female section pink and the male section sky 
blue. Both were the representative colors of each gender in the TV show: the female cast 
members wore pink uniforms while the male members’ uniforms wore sky blue. Even 
their names were colored in pink and sky blue whenever the members’ interviews were 
subtitled.37 Obviously, the church made a counterfeit evangelistic flyer that fully 
appropriated the overall tone and brand of the matchmaking TV show. The calculated 
intention implied in the flyer was that it would successfully attract public attention 
because people might easily respond to material that contained familiar content, namely 
the matchmaking TV program. 
Unlike the two examples of the evangelistic parodies mentioned above, however, 
people were not drawn to this sensationalist evangelistic method. After several people 
uploaded the pictures of the evangelistic flyer on the Internet, it brought on public 
censure. People online criticized the church’s excessively controversial method of 
evangelism. They compared the flyer to a matchmaking brochure or even to a leaflet of 
prostitution. Considerable numbers of people agreed that the church’s flyer overtly 
                                                     
37 Dong Hoon Kim, 35-37. 
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commercialized the sexuality of the young adult members of the church.38 They 
denounced the church, saying that it objectified sexuality as a means of recruiting by any 
means possible.39 Eventually, their anger about the church’s sensationalist evangelistic 
method grew into public hostility more widely against Korean Christianity.40  
                                                     
38 Even though these people did not reveal that they were Feminists, their 
opinions were quite relevant to the Feminist criticisms of sexual commodification. 
According to Seon Ok Lee, Feminists have criticized two cultural appearances of sexual 
objectification. First, they have judged the actual trade of sexuality, such as prostitution 
and pushed for legal, ethical censorships. Second, they also have criticized the sexual 
images of females commercialized by the cultural texts, such as commercials, literature, 
or films. Unlike the first one, however, it is difficult to censor the appropriation of 
women’s sexual images legally. Moreover, people have regarded it as freedom of 
expression or the liberation of female sexuality. Seon Ok Lee, “Sexual Commodification 
in Mass Culture and Human Rights,” The Journal of Asian Women 42 (December, 2003): 
86-88.      
 
39 “‘Do You Have a Girlfriend?’ A Church Distributed a Dating Flyer,” 
Newsnjoy, last modified November 1, 2012, accessed July 1, 2015, 
http://www.newsnjoy.or.kr/news/articleView.html?idxno=192475. 
 
40 Online opinions expressed publicly negative views on Korean Christianity and 
its evangelistic method because this evangelistic flyer was not the first one that generated 
controversy in 2012. On October 2012, one of the biggest Methodist churches in Korea, 
which had about 130 thousand members, made evangelistic flyers and distributed them 
on streets. Interestingly, on the flyer, it said, the church would give freebies to 
newcomers. On their first and second visits, the church would provide them with cooking 
pots. On their third visit, they would get a hair dryer. After completing their newcomers’ 
catechism, which took about ten weeks, they finally would get the Bible with a premium 
leather cover. Moreover, the church would present the newcomers with travelers’ luggage 
as the last gift. 
In fact, this church was not the only one that practiced Christian evangelism by 
showering gifts on newcomers. According to an article posted on No-Cut News.com, 
numerable Korean churches have practiced this excessively materialistic evangelism. For 
example, a church announced that it would offer premiums of refrigerators and rice to 
new members. Another church located in a new town provided people with phytoncide 
cleaning, known as an effective countermeasure to sick house syndrome. Since most of 
the residents in the town had moved into newly built houses, they suffered from sick 
house syndrome and their houses might need cleaning using phytoncide. The church 
offered evangelistic cleaning services to new comers. Although the church emphasized 
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With mounting public criticism over the parody flyer, the church posted a public 
apology on its website to calm the controversy over its evangelistic method. In the 
apology, the church declared that the original intention of the flyer was to invite people 
into a metaphoric blind date with Jesus. The church also explained why it loaded pictures 
of the young adult members on the flyer. The evangelistic material carried those pictures 
only to emphasize that people would have their ideal types, but Jesus would be the best 
type for everybody.  
After excusing itself, the church also complained about people’s 
misunderstanding and their unfair treatment of its flyer. The church stated that the flyer 
was originally designed as a four-paged flyer. In the inside two pages, the church filled 
up those pages with introductions of both Jesus and the church. Despite the evangelistic 
content published on the inside pages, people took pictures of the surface pages of the 
flyer that contained sensational phrases and pictures. The church emphasized that the 
pictures of the flyer uploaded on the Internet led people to misinterpret the original 
evangelistic intention of the church. Eventually, the church concluded that a 
                                                     
that it provided phytoncide cleaning as a “free” service, it tacitly asked people to visit the 
church as a return for the service.  
People publicly criticized the greedy marketing strategies of several Korean 
churches on various online bulletin boards. They compared these evangelistic methods to 
supermarket advertisements and denounced their gimmicky promotions. Some of their 
responses included the questions: What is the difference between this church and a 
supermarket? Are non-Christians customers? Why does this church need more people? 
Why do a church present cooking pots and travel bags? “Kunnan Church, practicing 
evangelism by providing free gifts,” No-Cut News, lastly modified, October 15, 2012, 
accessed July 23, 2015, http://m.nocutnews.co.kr/news/974955. 
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misunderstanding provoked the controversy over its evangelistic flyer, and they also 
admitted that its flyer was a poor attempt to deliver their evangelistic intentions.41  
There is, however, good reason to doubt that the controversy here was only the 
result of a misunderstanding or a question of clarity. People were not concerned about the 
clarity of the evangelistic flyer. Their concern was focused on the sensational contents 
that eventually blinded them to the inner contents of the flyer. The surface pages of the 
evangelistic flyer were enough for people who read it to associate it with the “Couple.” 
Because of this association, people had criticisms and questions about the relationship 
between a Christian church and a matchmaking TV show. Inevitably, they recognized a 
dissonance between the commonsensical understanding of a church as a moral 
community and the immoral appropriation of sexuality implied in popular culture. To 
those people who received the flyer and who also saw the pictures of the flyer, the 
evangelistic leaflet was only a sensational promotion that unreservedly utilized sexual 
commercialization to seduce people to a church. Consequently, the compunctionless 
method of Christian evangelism roused people’s antipathy to the church.  
The evangelistic flyer was not the only case of a church or a Christian community 
taking advantage of the objectified sexuality implied in popular culture. A few years 
before all this, a Contemporary Christian Music (CCM) band, which consisted of three 
girls who are in their late teens to the early 20s, released their first album. The name of 
the band was Hashina, meaning, “God saw that it was good” in Hebrew. Interestingly, 
                                                     
41 “Sam Il Church Explained Its Flyer,” Christian Herald, last modified, 
November 04, 2012, accessed July 1, 2015, 
http://www.cherald.net/bbs/board.php?bo_table=a01&wr_id=226. 
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the label that produced this band claimed that Hashina would be the world’s first CCM 
“girl group.”42  
The introduction of Hashina, posted on the website of the record label, states that 
“Each member has remarkable singing skills as well as spirituality. They also combine 
beautiful appearances and amazing dancing skills.” It reads, “They would introduce a 
new Christian music trend which grafted dance music, such as Hook song, onto the 
existing contemporary Christian music style.” The label demonstrated their (evangelistic) 
intention in producing Hashina, stating that this group is expected to “spread the gospel 
to non-Christians particularly in the military camps, universities, and churches.”43  
                                                     
42 According to Jung Won Kim, the term “girl group” was newly created at the 
beginning of the 21st century. It particularly refers to girl bands that consist of young 
female members from late teens to the early 20s. “Girl groups” have three characteristics: 
first, applicants take auditions held by major labels to become members of “girl groups.” 
After passing auditions, the selected members are trained as singers for a period of time; 
this takes about five years on average, under the thorough supervision of the major labels. 
Second, as TV has become the major medium through which musicians deliver their 
music, the appearance of the members are as important as their singing skills. In fact, the 
appearance of each applicant is the most important element that directly affects the result 
of his/her audition. After being selected, music companies manage the diet of members 
and even urge them to have plastic surgeries. Third, members share roles in their group. 
For example, one sings, another raps, and the others dance. It may sound that each 
member has specialized roles in the band. However, mostly this “position” results from 
the lack of singing skills. Since most labels overtly focused on the looks of members, a 
certain portion of a “girl group” consists of girls who look attractive but have inferior 
singing skills. Jung Won Kim, ““Hey, Look at Me Now, Mister”: An Examination of 
Visualization and Sexualization of K-Pop Girl Groups in the 2000s,” Korean Journal of 
Popular Music 8 (2011): 48-52.         
  
43 “An Introduction of a CCM Girl Group, Hashina,” SB Music Entertainment, 
last modified, October 29, 2011, accessed August 2, 2015, 
http://sbmusic.co.kr/09_sub/02_sub.html?db=free&page=1&part=N|subject|N&key=&w
ord=%C7%CF%BD%AC%B3%AA&sort=&Admin_mode=&id=4259&type=read. 
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Despite the rhetorical and even evangelistic introduction, there is no avoiding the 
fact that Hashina was a female CCM band produced by a record label that jumps on the 
bandwagon of girl groups in the Korean popular music scene. The methods of evangelism 
implied in the production of Hashina have some similarities to the ways in which secular 
music labels make their girl groups popular. Certainly, secular music labels often 
commercialize the sexuality of young females. As the girl group culture became popular 
in Korean society, numerous music labels jumped into the production of girl groups. 
Eventually, the numbers of girl groups exploded and there was excessive group 
competition.  
The overheated competition among girl groups primarily affects the appearances 
of the young female members. Music labels competitively visualize the beautiful faces 
and slim bodies of their members. It is no exaggeration to claim that members of girl 
groups should maintain extreme thinness through strict control of diet; they also must 
have unrealistic looks that result from plastic surgeries. The artificially beautiful faces 
and excessively skinny bodies represent the images of the members of girl groups and 
labels that thoroughly objectify and commercialize those images to people.44 Moreover, 
girl groups competitively increase their performance levels. Because of the overheated 
competition among girl groups, music labels use differentiated strategies to improve their 
girl groups’ profiles nationwide. Consequently, girl groups increase their appeal by 
giving prominence to their sexuality. Their performances on stage become sexually 
                                                     
44 Jung Won Kim, 55-59. 
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daring, and their music videos are at times as obscene as porn films. Music labels are 
busy sexualizing the members of their girl groups, and the media are striving after 
sensational and indecent content related to girl groups.45  
Ever since the girl group culture began to dominate the Korean popular music 
scene, there has been a growing apprehension about the commercialization of the 
sexually suggestive images and indecent performances of these groups. Most of the 
criticism has concerned excessively lewd presentations of the girl groups. Popular music 
labels have been criticized, as well as the media that sexualized young female celebrities. 
However, the distorted representation of the young female celebrities’ sexuality was not 
the only concern. Concern about the demoralizing influence of the girl group culture 
upon young people who were the prime consumers of popular music was also expressed 
by critics.46 As the girl group culture started on the upward path, the controversy over the 
dehumanizing culture got serious nationally.  
Regardless of the controversial characteristics of the girl group culture, however, 
a music label produced a Christian female band by imitating the girl group culture. The 
label audaciously highlighted the appearances of members of Hashina, and also 
demonstrated that Hashina would practice Christian evangelism in military camps, 
                                                     
45 Gyu Soo Jang, Tae Ryong Kim, “A Study on the Sexuality and Promotion 
Effect of K-Pop: Focused on “No Tomorrow,” and “Marionette,”” Global Cultural 
Contents (February, 2015): 196-199.  
 
46 Hyoung Jee Kim, Young Min Yoon, “A Study on Sexuality Depicted in Music 
Programs for Adolescents on Three Network Television Channels,” in Korean Journal of 
Broadcasting and Telecommunication Studies 25, no. 5 (2011): 50-52. 
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universities, and churches. The music production company did not clearly explain how 
Hashina would spread the gospel with its new style Christian music.  
However, it is possible to conclude that sexuality would be central to its strategy 
judging from the following facts: first, Hashina was an imitator of girl groups. Second, 
its producer put more weight on members’ appearances and singing/dancing skills than 
on their faith or understanding of the gospel. Third, military camps, the most male-
dominant locations in Korea, were its first mission field. In short, the way Hashina 
practices Christian evangelism would be more or less the same as the sexualized 
performances of secular girl groups. Therefore, the question remains how Hashina, an 
imitator of the popular girl group culture, is able to embody the gospel in practicing 
Christian evangelism. 
The evangelistic flyer that parodied a matchmaking TV show and the CCM band 
that imitated secular girl groups are examples of the distortions that can take place when 
popular culture is exploited for the purposes of Christian evangelism. Both the church 
that created the flyer and the music label that produced Hashina understood evangelism 
as a process of seducing people into a church or Christianity, instead of introducing Jesus 
and the kingdom of God in a way that faithfully embodies the way of Jesus or the 
characteristics of God’s reign. Their excessive craving to attract people as much as 
possible and by any means possible eventually threw dust in their eyes so that they 
flippantly considered the meaning of Christian evangelism and how the church is to relate 
itself to non-Christian culture, including popular culture. They simply consumed and 
imitated popular culture. It is important to ask, therefore, whether evangelistic parodies of 
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popular culture tend to result from a hasty and utilitarian understanding of Christian 
evangelism. 
 
As mentioned above, the evangelistic parody of popular culture reflects Korean 
churches’ endeavors to become an entertaining cultural community, to create a Christian 
culture that can compete with popular culture, to invite people to church in a trendy way, 
and to practice Christian mission by instrumentalizing popular culture. Since the post-
Korean War period, Korean Christianity has maintained a constant correlation, or a 
competitive relationship, with popular culture. Korean churches have consistently 
monitored the trends of popular culture, studied which elements of the culture would 
attract people, and exploited forms of popular culture for the sake of improving its 
trendy-ness.  
It is possible to conclude that Korean Christianity has grown through its 
exploitation of popular culture and, in particular, through its use of parody. Moreover, at 
one end of its growth, there is the evangelistic parody. As mentioned in the beginning of 
this chapter, my working hypothesis is that parody is a creative aesthetic means of 
production that makes of Christianity and popular culture a new, culturally hybrid form. 
Despite its novelty, however, there have been few theological and aesthetical 
examinations of either its artistic skill or its usefulness as a means of Christian 
evangelism. The argument of this dissertation is that it is important to lay theological, 
aesthetical foundations for the church’s engagement with popular culture and, as one 
example, the practical usage of this artistic technique—parody—within the church 
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setting. In the following chapter, I will take up an analysis of the form and content of 
evangelistic parodies. 
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CHAPTER FOUR  
AN AESTHETICAL APPROACH TO  
KOREAN CHURCHES’ EVANGELISTIC PARODIES 
 
As reviewed in the previous chapter, Korean churches appropriate popular culture 
for the sake of producing more appealing methods of practicing evangelism. This results 
in various types of evangelistic replicas of contemporary mass media contents. Their 
evangelistic media are designed to reflect their understanding of evangelism (church 
recruitment, church growth), and the outcomes reveal that those Korean churches achieve 
their desired ends to a certain extent. Some deliver the message that their churches are 
open to non-Christian culture, while others promote their church events, such as summer 
retreats. Some evangelistic media even try to seduce people by simply providing 
attractive images or videos that appear to be similar to the contents of contemporary 
popular culture.  
Despite differences in the way each Korean Christian community takes advantage 
of popular culture, however, their evangelistic methods have one thing in common: they 
intentionally replicate the contents of popular culture to create evangelistic media. 
Because of this dimension of imitation, moreover, those evangelistic means are 
commonly regarded both by Korean churches themselves and by the Christian press 
reporting on them as “parodies.” This designation is not the result of an academic, 
artistic, or aesthetical examination of their styles, and there have been few academic 
studies clarifying the artistic terms of reference of those evangelistic media. One 
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plausible guess is that people perceive those evangelistic media as parodies simply 
because they are familiar with (but not necessarily knowledgeable about) that particular 
term.  
Certainly, a parody is a frequently used term which is often linked with imitating, 
modeling, or copying. It is difficult for people who lack professional artistic knowledge 
to distinguish each technical term. They easily lump those similar techniques into the 
category of parody. When they identify a similarity between the originals and the copies, 
people easily conclude that the copied works parody the originals. However, one cannot 
merely designate an artistic work a parody simply because it resembles its primary 
material. Scholars admit that comparability is only one of many features that mark a 
parody.1 However, parody is a complicated term; some parodies may present texts or 
images that are similar to their originals, while others may emphasize differences 
represented in the copied texts or images. In other words, some parodies maintain the 
authority of the genuine works by focusing on resemblances, while other parodies 
question, or even renounce, the authority by deconstructing and transforming primary 
texts or images.2  
                                                     
1 In Parody: Ancient, Modern, and Post-modern, Margaret Rose states that a 
parody has its particular function related to the parodied one. According to her, the most 
important feature of a parody is not just imitating but critically engaging the original and 
representing it negatively or positively. I will provide more details of the meaning of 
parody in the following paragraphs. Margaret Rose, Parody: Ancient, Modern, and Post-
modern (Cambridge: Cambridge University Press, 1993), 51-53.      
 
2 Michael Newman, “Revising Modernism, Representing Postmodernism: Critical 
Discourses of the Visual Arts,” in Postmodernism (London: Free Association Books, 
1989), 140-141. 
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It is therefore problematic to categorize an art piece as a parody based on the fact 
that it appears to be similar to the existing text, or image. Likewise, it would be a hasty 
conclusion if Korean churches and viewers of their evangelistic copies of popular culture 
introduce and understand those new means of evangelism as parodies simply because 
they are analogous to the copied popular cultural contents.  
It is important to understand the artistic genre of parody adequately. According to 
Marshall McLuhan, the signifier defines the signified. His well-known claim, “the 
medium is the message,” suggests that meaning is inevitably determined by form. 
Employing the insight from McLuhan’s theory, the artistic genre of an artwork 
determines the message or meaning of the artwork.3 Depending on the artistic form, the 
content would have a different meaning and function. If we understand the artistic forms 
of Korean churches’ evangelistic imitations of popular culture, we will better understand 
the purpose of Korean churches implied in and the messages that Korean churches 
proclaim through the particular artistic media.  
My argument is that what is really taking place is not parody but pastiche. 
Pastiche has something in common with parody in that both artistic forms use the 
technique of appropriation. Both borrow images or texts from the originals. Unlike 
parody which copies the existing works with certain purposes, however, pastiche only 
aims at copying and pasting. It imitates arts recklessly and muddles up styles to create 
                                                     
3 Marshall McLuhan, The Understanding of Media: the Extension of Man 
(Cambridge, MA: The MIT Press, 1994), 25. 
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entertaining output.4 In that pastiche solely aims at copying the original works, the 
artworks using pastiche bear a strong resemblance to the originals. I argue that pastiche 
rather than parody is the more appropriate term of reference for understanding the Korean 
Christian appropriation of popular culture discussed in the previous chapter. 
Therefore, the main task of this chapter is to examine the artistic form of Korean 
churches’ evangelistic imitations of popular culture. First, I will explore the technique of 
appropriation which is the artistic foundation of both parody and pastiche. Based on that 
fundamental understanding of appropriation, I will go on to elaborate the aesthetical 
meanings of parody and pastiche, focusing on their characteristics, similarities, and 
differences from each other. This discussion will show how the technique of 
appropriation is applied in different ways in parody and pastiche. Ultimately, this 
exploration of the differences between parody and pastiche will enable me to evaluate 
Korean churches’ use of popular culture imitation in their evangelistic media. Gaining 
some precision with terms will help to figure out how Korean churches understand the 
meaning of evangelistic media and also how they practice evangelism with the help of 
popular culture in contemporary Korean society.  
 
Appropriation: The Fundamental Technique of Parody and Pastiche 
To clarify the terms of reference which can describe the artistic genre of Korean 
churches’ evangelistic imitations of popular culture in the most effective way, I will 
                                                     
4 Because of its “depthless-ness,” Fredrick Jameson even describes pastiche as a 
“deformed parody.” Fredric Jameson, Postmodernism: Or, The Cultural Logic of Late 
Capitalism (Durham, NC: Duke University Press, 1992), 9, 16-18. 
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begin by exploring the fundamental artistic technique used in those media. Most artistic 
forms that contain imitating features share the methodology of appropriation. The term 
appropriation is a noun form of a verb, appropriate, which is originated from a Latin 
word, propius, which means “proper” or “property. The etymological meaning of 
appropriation is “to make something one’s own.”5 In the field of arts, it particularly 
means a technique that borrows pre-existing images from the arts, commercials, or mass 
media. Artists use the technique of appropriation by composing the original images with 
new images or simply cropping a part of them. They even rearrange those borrowed 
images like puzzles. Indeed, appropriation is an intentional artistic technique of imitation 
that primarily aims at copying the existing images or reconstructing the preformed 
artworks. In particular, when an artist uses appropriation for the purpose of reconstructing 
the existing artworks, he/she adds his/her own artistic expressions onto the copied images 
that are partially borrowed from the original works. In this way, appropriation is an 
artistic technique that creates differences while maintaining similarities.6   
Appropriation is an artistic skill that has developed throughout human history 
since ancient times. 7 Despite its rich history that predates postmodern arts, however, 
                                                     
5 James Clifford, “On Collecting Art and Culture,” in Out There: Marginalization 
and Contemporary Cultures, ed. Russell Ferguson et all. (New York: The Museum of 
Contemporary Art, 1990), 145.  
 
6 Marcel Barnard, “Appropriation: A Dynamical Process of Interpretive Action,” 
in Visual Arts and Religion, ed. Hans Alma, Marcel Barnard, Volker Kuster (Berlin: LIT, 
2009), 6-10.  
 
7 In fact, the origin of appropriation tracks back to ancient times when Plato and 
Aristotle founded the theory of imitation. They understood that copy was not only an 
artistic technique but also a philosophical method through which human beings could 
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appropriation recently came into its own as an artistic technique. It was after the end of 
the modernist society that art criticism began to pay attention to the value of 
appropriation. As a result, appropriation became regarded as one of the typical features of 
postmodern art.8 There might be various reasons for the belated attention of art criticism 
to appropriation, but one of them is because it was neglected in the field of modern arts. 
After the Industrial Revolution, the world was gradually filled with newly invented 
technologies. In particular, the development of photograph technology threatened the 
artists of the time who had learned the technique of imitation as the essential art skill. 9 
Paintings that copied objects or nature as intact as possible became no better than pictures 
taken by photographers. As they sought a path for the survival of painting, modernist 
                                                     
express the substance of all creation. For them, objects were the visible reflections of the 
idea, the hypostasis of the universe, and arts, which was supposed to describe the objects 
by copying them, was a philosophical work itself. Thus, the value of a work of arts was 
estimated by how much it was similar to the object.  
Based on this understanding, imitation had developed as the primary method of 
the Western paintings in ancient times and throughout the Middle-Age. In the 
Renaissance, the education of arts became systematized. The academia of arts 
emphasized the imitation of nature or the masterpieces as the core competencies for the 
artistic creation. It means that the tradition of the copy was maintained until the end of 
the Renaissance and the beginning of the Industrial Revolution. In other words, the 
tradition of the Western arts which was represented by imitation was shaken by the 
modernism. Unlike the artists of the previous ages, most of the modernism artists prefer 
expressing their inner world reflected on their subjective views to imitating classic 
masterpieces or objects. Young Ho Kim, “The Historical Logic of Imitation and 
Appropriation in the Western Arts,” Journal of Contemporary Art Studies 8 (December, 
2004): 51-57.  
 
8 Yeong Dae Mun, “A Study on the Postmodern Parody,” in Theory and Practice 
of Education 13, no. 3 (2004): 317.  
 
9 Young Ho Kim, 58. 
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artists became skeptical about realistic art which emphasized the imitation of objects as 
the essential skill of painting.  
As a result, artists intentionally avoided using the skills associated with realistic 
art, such as copy, imitation, or appropriation, in their art works. They treated 
appropriation as a technique of plagiarism and even made it taboo in the field of art.10 
Instead, the emphasis of modern arts lay in the originality of a work of art. Artists 
developed techniques which could accentuate the originality and creativity that could not 
be expressed by copying or taking pictures of objects. From Impressionism to Abstract 
Expressionism, from the beginning to the end of modernism, various kinds of modernist 
artistic styles had developed, and none of them tolerated a similarity to pre-formed 
artworks or simple copies of objects. Each artistic movement was immersed in inventing 
creative artistic skills that could describe objects in a way that had never existed 
previously.11  
The revolutionary notion of modern arts had an immense influence on art history. 
In particular, it freed modern art from the restraint of realism that had continued from the 
ancient times. Modern artists created art pieces with unique techniques and preposterous 
                                                     
10 Mun, 321. 
 
11 It does not mean that modern arts were completely freed from the legacy of 
imitation. Various modernism artists, such as Cezanne, Matisse, and Picasso, copied or 
reinterpreted masterpieces of the past (master) artists. Unlike the previous artistic 
technique of copying, which aimed at representing objects as they were, the modernism 
imitation method put more weights on deconstructing and reconstructing existing images. 
In other words, they secured their autonomy by transforming, not copying entirely, the 
masterpieces of the past. In this vein, their creations could be counted as a newly created 
works, but it is also true that they were still in the allegorical relation to the prior arts. 
Newman, 99-100, 141.      
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expressions. Their artworks were solely focused on presenting the intention of the artists. 
They thought it was the way to secure the originality of each art pieces. However, the 
relentless desire for creativity led modern art into the world of abstraction.12 Instead of 
representing reality on the canvas, they were obsessed with describing the abstract 
concepts and the structural figure of the things beyond reality. Their expressions became 
extremely concise and canvases were filled with ambiguous symbols and patterns. 
Modern art became separated from reality and lost appeal. People turned away from the 
cipher-like art that only the original authors could understand. 
Modern art, which was once characterized by the intention of the artists, their 
unique styles, and creative messages, finally reached the limit. Because of the skepticism 
of the art world about the originality, creativity, and purity of art, artists have accepted 
the reality that it was less possible to invent a creative artistic style since the 1960s. They 
recognized that the original artworks were also only montages of existing images and 
forms. It became meaningless for them to discuss the originality and the meaning of an 
art piece as well as the intention of the creator.13 Within this artistic historical situation, 
postmodern artists, who challenged the limits of modernist artistic values, finally brought 
the techniques of copy and imitation back to the world of art. For them, the interpretation 
of the artists, who copied the originals, and the newly given intention reflected on the 
reproduction of the ready-made images were significant. They realized that the remaining 
                                                     
12 Young Ho Kim, 67. 
 
13 Roland Barthes even described the end of the modernist value as “the death of 
the author.” Roland Barthes, Image, Music, Text, trans. Stephen Heath (New York: Hill 
and Wang, 1977), 143-147. 
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way of producing art would be nothing but imitating “dead styles” of the past.14 This 
eventually gave validity to the contemporary appropriation technique.     
Based on this historical background of art, appropriation becomes an artistic 
technique that is frequently used in postmodern art. Instead of creating unique and 
distinctive art, which express the intrinsic value of objects, postmodern artists produce 
derivatives of pre-existing artworks by using appropriation. Artists collect images from 
various sources and edit them, and those collected images lose the initial meanings that 
the original creators assigned to them. Throughout this process, artists deconstruct the 
pre-formed artworks and replace them with new images and meanings. Even though the 
relationship between the genuine artworks and the new ones might be maintained, the 
newly created artworks present different meanings that reflect the contextual reality of 
where those artists live.15 Thus, appropriation is not just an artistic method that 
reconstructs existing art pieces. Rather, it is a philosophical, political, and socio-cultural 
postmodern strategy, which destructs vestiges of modernism that only value originality 
and creativity.16  
In that it enables artists to reproduce the original works of art, the technique of 
appropriation reflects the typical characteristic of postmodernism: it challenges and 
                                                     
14 Jameson, Postmodernism or, the Cultural Logic of the Late Capitalism, 17-18. 
 
15 Craig Owens describes postmodern arts which use appropriation as allegorical. 
According to him, appropriated images does not aim at representing the reality. Instead, 
artists create substituted realities which only can be described by his/her intentional 
edition of existing images. Craig Owens, “Allegorical Impulse: Toward a Theory of 
Postmodernism,” October 12 (1980): 68-69. 
 
16 Newman, 140-142. 
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deconstructs modernist norms. One of the representative artworks of appropriation, which 
shows the postmodern deconstructive expression, is Sherrie Levine’s photograph, Neil, 
After Edward Weston. Levine creates this interesting piece by taking a picture of Edward 
Weston’s photograph, Neil, in which Weston takes a picture of his son.17 In Weston’s 
picture, his son poses like a classic sculpture of a male nude. By taking a picture of his 
picture, Levine criticizes the originality of Weston’s photograph. In other words, she 
conveys the message that Weston imitates the composition of the classic sculptures so 
that his picture is a product of appropriation. Thus, her photograph, which takes a picture 
of Weston’s image, is an appropriated artwork in the same way that Weston’s is. By 
borrowing an image from a copy of the classic artwork, she challenges the modernist 
emphasis on the original work. The technique of appropriation eventually enables Levine 
to demystify the modern arts’ obsession over originality. At the same time, her 
photograph suggests that appropriation can break new ground in the field of postmodern 
arts.18  
 
 
                                                     
17 See Appendix F. 
 
18 Rosalind Krauss calls Levine’s technique as an “act of theft.” However, she 
evaluates that Levine’s artistic theft of images collapse the boundary between imitation 
and creation. Moreover, she calls Levine a postmodernist who showed that the hypothesis 
of modern art – the existence of the originality in arts – turned out to be fictitious. Her 
positive evaluation of Levine’s photographs means that appropriation is eventually 
considered as an artistic technique of an era when it is barely possible to create original 
techniques and artworks. Rosalind Krauss, The Originality of the Avant-Garde and Other 
Modernist Myths (Cambridge, MA: The MIT Press, 1986), 168-169. 
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Parody and Pastiche: Two Modes of Appropriation 
As explored above, the technique of appropriation has been used in different ways 
following the intention of the artist and the socio-cultural situation. Although it was one 
of the artistic skills that has been used since the beginning of the history of human art, 
appropriation was publicly recognized as a valid technique in the field of art after the 
beginning of postmodernist society. The support for postmodernist norms found in post-
structuralism and deconstructionism helps to legitimate the practice of appropriation, 
rather than being discounted as plagiarism in the world of arts. The postmodernist society 
accepts it as a method of expression, and postmodern artists develop various artistic 
genres which use appropriation.  
Among different genres, parody and pastiche are representative styles of the arts 
applying the method of appropriation. Michael Newman introduces how parody and 
pastiche are used in the field of the arts by classifying parody into three different types.19 
The first type is an imitative parody, which aims at maintaining the authority of the 
original material in it. Thus, this kind of parody extends the meaning of its source by 
acknowledging differences to the extent that those differences do not harm the value of 
the original material. The second type is a critical parody which questions the originality 
of the sources. Like the first type of parody, this type also recognizes the existence of the 
authority of the original material.  
                                                     
19 Newman, 141.  
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However, it criticizes the excessive emphasis on originality and therefore, it tries 
to reinterpret or reconstruct its sources instead of simply copying them. Lastly, the third 
type is a mixed parody which denies the existence of the pure original material. It 
demystifies authority and originality by randomly copying, extracting, and blending 
images from the artworks of the past. The priority of this kind of parody is not its sources 
anymore: the artist arbitrarily appropriates pre-existing images to reflect and criticize the 
reality.20 It is possible to name the first two types as parodies in that they use the 
technique of appropriation in a certain relation to the original source. However, it is more 
appropriate to call the third category a pastiche, as it possesses the randomness associated 
with pastiche.             
Besides this aesthetical classification, the actual usage of these terms, parody and 
pastiche, varies considerably. Certainly, parody is a well-known term so that people 
choose to use the term to describe Korean churches’ evangelistic media using popular 
culture. Meanwhile, pastiche is an unaccustomed word that only a few people know, and 
it is not generally used to explain the same kind of evangelistic method. To figure out 
what exactly Korean churches do with the evangelistic replicas, therefore, it is important 
to understand the aesthetical meanings and functions of those art styles. In the following 
paragraphs, I will examine important distinctions between parody and pastiche, and 
eventually use that contrast to evaluate some examples of Korean churches’ evangelistic 
imitations of popular culture.  
                                                     
20 Kut Byol Jung, The Poetics of Parody (Seoul: The World of Literature, 1997), 
68-70, 270-271. 
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(1) Parody: The Known, Familiar, and Widely Used Term  
Definition of Parody 
The term parody originates from a Greek compound word, parodia, which mixes 
a prefix, para, and a noun, odos. While the noun, odos, means a song, the prefix, para, 
has two different meanings. According to which meaning is applied, the entire meaning 
of parodia, or parody, is differentiated.21 In general, the meaning of para is known as 
“counter,” or “against.” Thus, the primary purpose of parody is making contrasts between 
similar images or texts. Based on this conceptual definition, parody is known as a 
technique that aims at mocking a work of literature or artwork. In other words, parody is 
usually mentioned as a satirical artistic skill which compares the original texts or images 
to the ridiculously edited ones.22 Artists create this kind of parody by appropriating a part 
of the pre-formed sources and completing the remainder with texts or images that they 
creatively produce.  
One of the representative artworks which reflects this concept of parody is Marcel 
Duchamp’s L.H.O.O.Q., which he drew in 1919. Duchamp drew a mustache and goatee 
on the postcard on which Leonardo da Vinci’s Mona Lisa was printed.23 He also wrote 
initials of L, H, O, O, and Q at the bottom of the postcard. When it comes to pronouncing 
                                                     
21 Rose, 48-49. 
 
22 Linda Hutcheon, A Theory of Parody: The Teachings of Twentieth-Century Art 
Forms (Chicago: University of Illinois Press, 2000), 32. 
 
23 See Appendix G. 
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those initials in French, it is “Elle a chaud au cul,” which means “she has a hot ass.”24 
The purpose of the production of this scribble-like drawing with the raw initials, which 
became the title of this work, was not simply to mock da Vinci’s masterpiece. Rather, 
Duchamp sneered at the bourgeois arts represented by the Louvre. He criticized the 
modernist idolatry of originality and creativity which was popular among the artists of 
the time who expressed the mindless adoration of Mona Lisa.25 Certainly, he drew a 
parody of Mona Lisa by creating the critical difference which was formed with the 
mustache, goatee, and the initials. Depending on the popularity of the genuine artwork, 
Duchamp eventually delivered his satirical message to the viewers of his parody. 
Meanwhile, the prefix, para, has another meaning: “beside.” With this meaning of 
the prefix, parody can be understood with a totally different nuance. Unlike the first 
concept which emphasizes the contrasting feature of parody, this definition puts weight 
on the accordance or the similarity between the original and the newly created artwork. 
Instead of lampooning the original, parody becomes a means of “reconceptualizing” the 
texts or the images of the pre-formed sources.26 Artists usually create this kind of parody 
to express their respect for the original authors or artists. Without harming the artistic 
value of the originals, artists reform those primary sources by reinterpreting and 
recontextualizing them. Given that a parody of the first meaning is close to satire, 
                                                     
24 Andreas Huyssen, After the Great Divide: Modernism, Mass Culture, 
Postmodernism (Bloomington, IN: Indiana University Press, 1986), 147. 
 
25 Hutcheon, A Theory of Parody, 148. 
 
26 Ibid., 33. 
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therefore, a parody of the second meaning is close to irony. Like an irony which 
expresses the essence of an object in different ways, parody can shed new light on the 
artworks of the past by modifying them depending on artists’ preferences.27  
Surprisingly, one can find examples of this concept of parody from famous 
artists’ works. For example, Pablo Picasso’s Le Déjeuner sur l'herbe d'après Manet 
(Luncheon on the Grass, after Manet) is a parody of Edouard Manet’s Le Déjeuner sur 
l'herbe (Luncheon on the Grass).28 Although the brush of Picasso is different from 
Manet’s style, the characters, their poses, and the color arrangement of Picasso’s painting 
are similar to Manet’s. Referring to Manet’s work, Picasso presented a woman in the 
nude at the center of the painting, a man in black clothes who put his right hand on the 
grass, a woman crouched in the background, and the props on the grass. The only 
remarkable difference is that Picasso simplified and planarized those characters so that he 
created his own style. In other words, Manet’s classic painting inspired him to 
appropriate its images, but he represented his inspiration from the original artwork 
                                                     
27 Although parody has satirical and ironic characteristics, it does not mean that 
those three artistic techniques are the same. Unlike parody, which needs the preformed 
texts or images as a part of its structure as well as its target, satire and irony do not need 
other materials except themselves. In other words, parody depends on the original 
materials to make a difference between the source and the parodied. Satire and irony, 
however, deliver the messages of the artists through the inconsistency between their 
internal and external meanings. Therefore, satire and irony are essential characteristics of 
parody, but they are not equal to parody. Rose, 81-82, 87-89. 
 
28 Mary McAuliffe, Twilight of the Belle Epoque: The Paris of Picasso, 
Stravinsky, Proust, Renault, Marie Curie, Gertrude Stein, and Their Friends through the 
Great War (Lanham: Rowman & Littlefield, 2014), 142.  
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throughout his unique style. Picasso created a reinterpreted parody of the masterpiece 
based on his respect for it.29      
 
Artistic Functions of Parody 
When it comes to considering both characteristics – mocking the genuine artwork 
or expressing one’s respect for the preformed art piece – as essential purposes of parody, 
the definition of parody becomes wider than the concept that people usually have; parody 
is something more than a caricature which only consists of satirical similarity. What 
eventually defines an artwork as a parody depends upon whether it has an intentional 
difference that an artist creates by deforming the original images or not. 
In her book, A Theory of Parody, Linda Hutcheon describes this irony as 
“repetition with critical distance, which marks difference rather than similarity.” 30 She 
explains that difference is the significant characteristic of parody which distinguishes 
parody from other artistic techniques of imitation. According to her, parody makes 
differences by “trans-contextualizing” and “inverting” the contents of the parodied 
works. An artist edits the texts or images of the sources, or he/she can even completely 
change the structure of the pre-formed works.31 The result of the artist’s reworking 
should have differences from the originals because he/she reproduces them. Depending 
                                                     
29 See Appendix H. 
 
30 Hutcheon, A Theory of Parody, 32. 
 
31 Ibid., 6-8. 
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on how he/she interprets the parodied works, the new work can have various kinds of 
differences. The critical differences created by an artist referring to the genuine works, 
which partially remain in the newly incorporated contents, present a singular contrast to 
the originals. People who discern those distinctions eventually understand the intention of 
the parodist reflected in his/her parody works.32  
When it comes to regarding only its appearance, therefore, it seems that parody 
aims at a synthesis of the original and the newly created works. However, parody 
ultimately functions through “separation” and “contrast” of both works.33 Texts or images 
reinterpreted and represented by a parodist play a role as a bridge which incorporates the 
parodied and the parody, but at the same time, those differentiated images deliver new 
meanings which are different from the messages of the original works. The trans-
contextualized and inverted messages of the new works contain not only the marks of 
their sources but also critical distances from them. They critically deconstruct the 
originality of the materials and also creatively construct new meanings from those 
differences.34  
                                                     
32 Eventually, it results in the destruction of the authority of the original works. It 
also subverts the subject who interprets the arts from the creator to the viewer. In that 
parody challenges the originality of the arts, it is an artistic form which uses 
appropriation.  
 
33 Hutcheon, A Theory of Parody, 34. 
 
34 Linda Hutcheon, The Politics of Postmodernism (New York: Routledge, 2002), 
94. 
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Since parody delivers meaning through differences, parodists intentionally choose 
famous artworks as the sources for their parodies to help the viewers to recognize their 
purposes of production embodied in the differences. In general, viewers are familiar with 
masterpieces so that parodists appropriate masterpieces to take advantage of the public 
familiarity. When an artist creates a parody of a masterpiece by editing it, people can 
identify the differences from the unknown parts of the revised masterpiece and finally, 
understand the message of the parodist. Certainly, it is a paradox of parody: parody aims 
at negating the myth of the original works, but cannot be identified as parody by the 
viewers without their prior knowledge of the originals.35 Parody doubts and challenges 
the authority of the past, but its artistic value is only recognized by its origin in the past.36 
Thus, this paradox of parody should be read in this way: it does not mean that the 
parodied work loses its artistic value by being parodied. Instead, it gains new, different 
meanings in the world of the arts given by the artists of parody.  
The ironic dependency of parodies on the arts of the past eventually reveals the 
bi-textual nature of parody.37 Parody creates its reality by editing the pre-formed texts or 
                                                     
35 It is possible to state that this paradox of parody is related to the concept of 
defamiliarization found in the works of Russian formalists. They make the existing 
literary forms unfamiliar by substituting or subverting the accustomed rules of literature. 
The technique of defamiliarization is an inventive to Russian formalists who thought of 
art as a technical work which develops various artistic techniques that make viewers and 
readers tense. The defamiliarizing function of the paradox of parody is an appropriate 
technique for them to attract attention from the viewers and readers. Young Eun Park, 
“An Aesthetics of Pastiche: The Defense as a Metatext for Anna Karenina,” Korean 
Journal of Russian Language and Literature 18, no. 2 (2006): 260. 
 
36 Hutcheon, A Theory of Parody, 107. 
 
37 Ibid., 35. 
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images. Although the reality that an artist produces through parody is characterized by its 
differences from the parodied works, those differences are necessarily accompanied with 
the appropriated images of the sources. It also suggests the possibility that the previously 
existing arts might be created by making the same parodic relationships with the older 
sources. In other words, parody provides a conceptual base for claiming that there are no 
works of art that are entirely original or independent. Rather, every single art piece is 
interrelated and integrated with other numerous pre-formed texts and images.38 This 
intertextuality, which means that every art is interrelated, deducted from the concept of 
parody shows that this particular form of art keeps with the concept of appropriation in 
that it criticizes the modernist preoccupation with the originality of the arts. Postmodern 
art presupposes that the meaning of the original creation of art is nothing but illusion. It is 
impossible for an artist to create an original image, which has never existed before, in the 
world of the arts. Every artwork is a synthesis of appropriated images from other 
materials. Thus, an artist is not a creator of an original meaning which has never been 
expressed in any kinds of art form but, to some degree at least, an editor of pre-formed 
images who only express his/her interpretations of those images.39  
                                                     
 
38 Hutcheon, 41-43. 
 
39 Roland Barth describes this postmodernist challenge to the modernist norm of 
originality as “the death of the author.” Based on this logic, the absence of the artist as a 
creator of the unique artwork results in the impairment of the authority of the original 
arts. Artworks are copied images, and therefore, parody is a reasonable artistic genre in 
the age when the authors are dead. Barthes, 143-147 
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Like appropriation, the meaning of parody has changed throughout history, and it 
eventually became the art form which represents the logic of postmodernism. Postmodern 
parody is filled with the emphasis on the distance and difference initiated from the critical 
views of the sources. Moreover, the notion of intertextuality lessens the burden of the 
modern notion of originality so that parodists can revise and subvert the original works. 
These characteristics accord with the normative values of postmodernism that oppose the 
concept of originality and ultimately aim at overcoming the limits of the modernist 
perspective on the arts. Certainly, the evolution of parody is not completed. However, it 
is possible to conclude that the meaning of parody in this age is distinctly shown in the 
irony of the incorporation of artworks seeking the creation of difference.   
 
(2) Pastiche: The Unknown, Unfamiliar, and Barely Used Term  
In general, people describe an art work “parody” when they find its similarity to 
pre-existing literature and art. Thus, Christian and non-Christian viewers and the 
journalists of the Christian press understand Korean churches’ evangelistic media as 
parodies for the same reasons. Certainly, it is hard to find any links with in-depth 
knowledge about parody from the viewers’ and journalists’ conclusions. In other words, 
their evaluation of Korean churches’ imitation of popular culture does not include any 
discussions about parody’s postmodernist nature, which challenges the modernist notion 
of originality, the bi-textual characteristic, and the importance of critical distance and 
difference. Nor would we expect it to. 
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Without serious analyses of what they do with the popular cultural contents, 
Korean Christians consider similarity as the conclusive evidence of parody and define 
their evangelistic tools as parodies. However, one possible refutation of this prevailing 
view, which is deduced from the definition of parody reviewed in the previous 
paragraphs is that it is theoretically insufficient to define an art work as a parody only 
because it resembles its original materials. The meaning of artistic parody is more related 
to difference and distance than similarity.40 My argument is that the proper term of 
reference for Korean churches’ evangelistic media is another artistic genre, pastiche. I 
will explore its meaning, comparing it with parody and I will also examine why pastiche 
fits more than parody as a description of what Korean churches create when using 
popular culture; and I will also argue for why this is important for the way Christians 
appropriate popular culture in general and, in particular, for the sake of evangelism. 
 
Definition of Pastiche 
The term pastiche originates from an Italian word, pasticcio, which means a 
disparate mixture of materials.41 Its contemporary meaning is close to “scraping together” 
or “extracting things from various sources.” In the field of postmodern arts especially, 
pastiche is practically used to describe an art form that appropriates images or texts from 
                                                     
40 Hutcheon, A Theory of Parody, 6. 
 
41 Rose, 73. 
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other sources and blends them together.42 As mentioned above, pastiche is an artistic 
style that also uses the technique of appropriation. Unlike parody, which delivers the 
message of an artist through the repetitive differences from the original material, 
however, pastiche, also known as mixed imitation, solely aims at copying the original 
artwork partially or as a whole. In other words, the purpose of pastiche is pure and simple 
in that it does not have any critical intentions toward its sources. It places more weight on 
similarity than difference so that it does not maintain a certain distance from the 
sources.43 
Pastiche came to the fore after Fredric Jameson mentioned it as one of the typical 
postmodern styles in his article, “Postmodernism and Consumer Society,” in 1982.44 It is 
helpful to explore how he understood postmodernism first in order to understand why 
Jameson chose pastiche as the typical feature of postmodern society. According to 
Jameson, postmodernism is a holistic term that describes a socio-cultural status in which 
                                                     
42 Wook Dong Kim, The Understanding of Postmodernism (Seoul: Literature and 
Intelligence, 1992), 435-436.  
 
43 Park, 260-261.  
 
44 Of course, Fredric Jameson is neither the only scholar who studied the meaning 
of pastiche nor the one who invented the concept of pastiche. Moreover, there are 
critiques that his critical approach to pastiche reflects Jameson’s nostalgia for the 
modernistic understanding of originality. The reason that I chose Jameson’s theory of 
pastiche is because of his analysis of pastiche as the obvious characteristic of postmodern 
society. Also, it is because of his argument is closely related to Baudrillard’s theory of 
simulacra. Jameson’s understanding of pastiche makes it possible to approach Korean 
churches’ evangelistic imitations of the contents of popular culture from a different view 
which creates an obvious contrast to the concept of parody.     
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people experience a “radical break” with the older society.45 Jameson sees a new type of 
capitalism – he calls it “late-capitalism” – that causes this radical change in society. The 
society of late-capitalism is dotted with an enormous range of changes in the political, 
economic, and cultural realms of humanity.46 Although it would not be possible to 
encapsulate the appearances of those shifts in a word, they share the fundamental 
characteristic of postmodernism which is “depthlessness.”47  
According to Jameson, this depthlessness, which is marked by superficiality and 
formality, is an indicator that distinguishes postmodern society from modern society.48 
People of modern society once had the dualistic depth models which made them think 
every object had essence and appearance, the inside and outside. Jameson gives 
conceptual examples of the modernist depth model as “1) essence and appearance, 2) the 
                                                     
45 Fredric Jameson, The Cultural Turn: Selected Writings on the Postmodern 
1983-1998 (London: Verso, 1998), 19. 
 
46 He presents “new types of consumption; planned obsolescence; an ever more 
rapid rhythm of fashion and styling changes; the penetration of advertising, television and 
the media generally to a hitherto unparalleled degree throughout society; the replacement 
of the old tension between city and country, center and province, by the suburb and by 
universal standardization; the growth of the great networks of superhighways and the 
arrival of automobile culture” as some features of the postmodernist society. The ranges 
of those changes were too extensive and the appearances of those variations differed from 
context to context. It was impossible to handle every detail of this social shift. 
Accordingly, Jameson comprehensively defined postmodernism as the “cultural 
dominant.” Jameson, Postmodernism or, the Cultural Logic of the Late Capitalism, 4. 
 
47 Ibid., 17. 
 
48 Ibid., 9. 
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Freudian concept of latent and manifest, 3) authenticity and inauthenticity, and 4) 
signified and signifier.”49  
The division of the inner and outer dimensions provides the logical background 
for the belief that inner truth is necessarily expressed by outer forms. Therefore, he 
describes the modern society as the age of hermeneutics in which people believed that 
one could measure the depth of an object by interpreting its appearance, the signifier. 
They thought it would lead them to the signified essence placed inside. However, as the 
world entered a new era, the age of postmodernity, people discounted the modernist idea 
of depth as metaphysical and unrealistic. The modernist understanding of depth was 
replaced by the concepts of “practices, discourses, and textual play.”50 Sooner or later, 
Jameson states, the world became filled with the signifiers without the signified 
meanings, and the surfaces replaced the depth of the objective truth. 
 
Artistic Functions of Pastiche 
Certainly, it is possible to understand depthlessness as the revelation of the 
postmodern spirit of resistance against the excessive obsession of modernism over the 
originality. However, Jameson interprets it differently. For him, it is not the intentional 
choice of postmodern society but the result of the loss of the modernist depth model. In 
other words, the total change of the economic structure led to the collapse of the 
modernist value system.  
                                                     
49 Jameson, Postmodernism or, the Cultural Logic of the Late Capitalism, 12. 
 
50 Ibid., 12-13. 
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According to Jameson, what practically brought the loss of the modernist depth 
model was the death of the subject or the disappearance of individualism. Before the age 
of late-capitalism – the age of “competitive capitalism,” as he calls it – the nuclear family 
was universal, and the bourgeoisies were the dominant class. Those social monads built a 
social structure in which individual subjects existed and competed. However, as the 
economic system changed into “corporative capitalism,” organizations and bureaucracy 
became dominant, and this eventually resulted in the disappearance of individual 
subjects.51 This was not only a change of the economic environment. The disappearance 
of individual subjects also included the extinguished subjects that created unique styles 
that expressed original ideas.52 As a result, the extinction of individual subjects who were 
able to design creative styles was accompanied by the end of the modernist depth model, 
and this brought about the beginning of the age of postmodernism in which independent 
subjects who interpreted and expressed the depth of the world were absent.   
Postmodern society, in which the subjectivity of individuals has disappeared, is 
filled with the absence of the unique styles and the depthless surfaces. In this context, it is 
impossible to invent any creative artistic styles. As Jameson states, the only possible way 
of (artistic) expression is nothing but imitating “dead styles” in a world in which creating 
a new style is impossible.53 Therefore, he suggests pastiche, which extracts and combines 
                                                     
51 Jameson, The Cultural Turn: Selected Writings on the Postmodern 1983-1998, 
6. 
 
52 Jameson, Postmodernism or, the Cultural Logic of the Late Capitalism, 15. 
 
53 Jameson, The Cultural Turn: Selected Writings on the Postmodern 1983-1998, 
7. 
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meaningless signifiers, as the postmodern artistic form of expression. In particular, it is 
possible to understand pastiche as an art style which is influenced by the notions of 
intertextuality and “the death of the author.”54  
As mentioned in the previous paragraphs, intertextuality describes a situation in 
which a text does not exist alone, but it is created under the influences of many other 
texts. In that an artwork of pastiche is created only by a patchwork of preformed images, 
it is an art of intertextuality. At the same time, pastiche deconstructs the concept of 
originality as it appropriates various images of the past arts. Since the meanings of those 
arts that the original artists assigned have become meaningless in postmodern society, 
pastiche as a typical postmodern artistic style announces the death of the author through 
its ownerless images.  
In this way, pastiche is distinguished from parody. Parody expresses criticism or 
respect for the arts of the past through the critical difference from those originals. So even 
if a parody appropriates and even if there are some similarities between the parody and 
the parodied, there is separation reflected between them in the parody itself. However, 
pastiche erases any kind of separation between the sources of creation and what is 
created, appropriating in ways that give the impression of merger. It solely copies and 
imitates existing images. Unlike parody, which emphasizes difference, pastiche only has 
similarities to the sources.55 Therefore, Jameson names pastiche a “blank parody,” which 
                                                     
 
54 Barthes, 143-144.  
 
55 See Appendix I. 
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reveals the characteristic of pastiche: it only consists of the repetition of the appropriated 
images from which one cannot discern the intention of the original artists.56  
As mentioned above, it is impossible to figure out the intentions of the original 
authors from the mixture of randomly chosen images. Instead, we only find hybridity.57 
Since the notion of the authority of the original artists is extinguished with the end of 
modernism, one cannot trace the original artworks from the mingled images of pastiche. 
Therefore, Jameson insists that pastiche is only a combination of images that have lost 
their historical links.58  
Jameson thinks the discontinuity of the historical link of pastiche is a mark that 
reveals the “schizophrenic” aspect of postmodernist culture.59 From the perspective of 
linguistics, pastiche is a mixture of signifiers that lose their signified meanings. It means 
that the meaning of an artwork of the past is not continued in the current media. The 
                                                     
56 Jameson, Postmodernism or, the Cultural Logic of the Late Capitalism, 17. 
 
57 (Cultural) Hybridity is a frequently used term in the studies of post-colonialism. 
It depicts the cultural status that there is no single culture: every culture is intermingled 
with other cultures. In the postmodernist society, it is impossible to find an independent 
cultural form which has never been affected by other cultural sources. Every culture 
creates ambivalent, or even multivalent, cultural contents by blending various cultural 
elements. Hybridity designates this new cultural wave. Peter Burke, Cultural Hybridity 
(Malden: Polity Press, 2009), 51.  
 
58 By comparing pastiche to parody, Hutcheon defines pastiche as imitation which 
consists of superficial images. This describes the intent-less copying nature of pastiche 
well. The link between the model and the pastiche is imperceptible so that it is impossible 
to acknowledge the meaning of the models from the images of pastiche. Hutcheon, A 
Theory of Parody, 38.  
 
59 Jameson, Postmodernism or, the Cultural Logic of the Late Capitalism, 28. 
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schizophrenic breakdown isolates images from their meanings assigned throughout 
history.60 Insofar as it consists of those isolated images, pastiche cannot convey any 
messages to its viewers. Since it does not provide any clues related to the meanings of 
those signifiers, viewers cannot guess what the pasticheur tries to say through his/her 
creation. Jameson sees pastiche as an insufficient medium for an artistic expression of 
ideological messages. Therefore, the products of pastiche cannot be used as a means of 
exposing reality or criticizing contemporary socio-cultural issues.61 This obviously is 
very important when considering its usefulness for a central task of the church, such as 
evangelism.        
An example of a pastiche, which reflects this depthlessness and historical 
discontinuity, can be found in Jameson’s comparison of Vincent van Gogh’s A Pair of 
Boots and Andy Warhol’s Diamond Dust Shoes. Jameson states that the old, worn-out, 
untied pair of boots in van Gogh’s painting is a symbolic representation of reality. To 
interpret the meaning of this painting, he suggests, one needs to imagine the original 
context which moved van Gogh to draw this particular description of what he felt. 
According to Jameson, the initial situation surmised from van Gogh’s painted clues is the 
                                                     
60 In that the hybrid images replace the originals, pastiche is closely related to 
Jean Baudrillard’s theory of simulation. In his book, The Cultural Turn: Selected 
Writings on the Postmodern 1983-1998, Jameson admits that he owes Baudrillard a lot. I 
will explore the relationship between pastiche and simulation in detail in the following 
chapter. Jameson, The Cultural Turn: Selected Writings on the Postmodern 1983-1998, 
34. 
 
61 Yong Jin Won, The Paradigm of Postmodernism (Seoul: Han Na Rae, 2010), 
428-430. 
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“agricultural misery.”62 The endless poverty, the intense labor, and the exhausted body of 
a peasant were the objects of van Gogh’s painting and van Gogh condensed them into a 
pair of old boots. The signified is expressed through the signifier, and it also helps 
viewers to read the intention of the artist.  
Meanwhile, Warhol’s work features various kinds of high heels in grayscale. 
Unlike van Gogh’s artwork, it seems impossible to infer from where Warhol was inspired 
or why he created it from an image of a bunch of shoes. Jameson’s evaluation of this 
unkind montage of the images of high heels from unknown sources is that it says 
nothing.63 It rejects any kind of interpretation or even an attempt to interpret it. The 
superficial image of Warhol’s work breaks the spatiotemporal connection between the 
past when he produced it and the present when a viewer sees it. By comparing one 
modern painting and one postmodern pastiche, Jameson certainly accentuates the 
characteristics of pastiche.        
Despite Jameson’s critical evaluation, pastiche is a unique style that reflects the 
characteristics of postmodernism. Moreover, pastiche is a strategic postmodern style in 
that it deconstructs the modernist norms of originality and creativity.64 As mentioned 
above, pastiche is a technique in which a pasticheur randomly selects images and texts 
from the pre-existing arts and literature of the past and blends them together. It reveals 
the postmodern notion that the authority of the original work is meaningless, and every 
                                                     
62 Jameson, Postmodernism or, the Cultural Logic of the Late Capitalism, 7. 
 
63 Ibid., 8. 
 
64 Mun, 334.  
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text and image is a combination of materials from various sources. At the same time, it 
fulfills the postmodern value of the death of the author by negating the autonomy and 
individuality of an artist. Images created by pastiche eventually break their relationships 
to the existing materials, except their similarity to their sources. Therefore, pastiche 
suggests the possibility that the meaning of pastiche artworks can be proliferated 
unlimitedly according to how viewers interpret them.   
 
What Korean Churches Do with Popular Cultural Contents for the Sake of 
Evangelism  
As examined in the previous paragraphs, the aesthetical meanings of parody and 
pastiche are much more complicated than the conventional understanding of them. What 
people usually mention as parodies are not always parodies in fact: some are parodies, 
while others are pastiches. The conceptual confusion and incorrect usage of those terms 
gets worse when people associate parody with similarity. Despite the fact that parody is 
less related to similarity than pastiche, people are inclined to employ the term parody 
whenever they face new artworks that are similar to old ones. The development of 
Korean evangelistic media imitating popular culture happened through a similar train of 
logic. People who made, saw, and wrote about those media found familiarity and 
similarity first, and spontaneously recalled the word parody.  
But why does getting this terminology correct matter? Since this study is focused 
on Korean evangelistic imitations of popular culture, I will examine some examples of 
them based on the understanding above distinction between parody and pastiche. I will 
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illustrate which term is more proper as a term of reference for Korean churches’ 
evangelistic media and argue for why that matters.     
As reviewed in the previous chapter, Korean churches produce evangelistic 
media, such as the “Church Style” video clip, by appropriating popular cultural content of 
the time. Unless one is isolated from popular cultural media, such as TV, Radio, or the 
Internet, most people easily recognize the sources of those evangelistic media. The 
similarity of the imitations to the popular culture sources eventually came to define those 
media as parodies.  
According to the definition of parody explored in the paragraphs above, however, 
similarity is not the chief defining characteristic of parody. Again, parody appraises the 
value of an original work by presenting a slightly different representation of the original. 
Parody even criticizes or mocks an artwork by editing the original and adding different 
images or scenes. What defines an artwork as a parody is its difference from its original 
sources.65 Thus, when an artist creates an artwork with the critical interpretation of the 
previously existing arts and he/she also conveys his/her message through distance from 
the sources, it is sufficient to define his/her artwork as a parody. But when Korean 
churches exploit and imitate popular culture, they are not producing parodies.  
So, for example, when it comes to the “Church Style” music video, it is clear that 
the pastor who produced this video clip appropriates almost every element of the 
“Gangnam Style” music video. It is likely that he intentionally decided the source of his 
imitation would be a “music video” rather than a song, because a music video generally 
                                                     
65 Hutcheon, A Theory of Parody, 38. 
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has additional features one can imitate, such as images, expressions, performances, and, 
of course, a song.  
From his appearance, the pastor faithfully copies the original music video: he 
dresses up like Psy and dances like him. He also puts much work into acting like the 
original singer in the music video by imitating Psy’s funny facial expressions and 
comical gestures. The remarkable synchronization of the song and his lip movements in 
the video clip is also a result of his hard work of imitation. Meanwhile, several minor 
characters also copy the characters shown in the original music video. Although they are 
neither famous Korean celebrities nor typical young females who look like professional 
dancers, those minor characters follow the performances of the characters in the 
“Gangnam Style.” From the main to the minor, every character in the “Church Style” 
music video is sloppy, but still similar to the characters of the original video clip.  
The clumsy similarity is also found in the lyrics of “Church Style.” The pastor 
who directed this video clip also rewrote the lyrics of the song by replacing some words 
with technical Christian terms and sang the song by himself. The overall flow of the 
lyrics followed the original song, but some Christian words are blurted out randomly. The 
mixture of the original and the rewritten lyrics is perhaps one of the most significant 
elements of “Church Style.” The different and yet so similar lyrics provide entertainment 
to viewers, who are familiar with “Gangnam Style” and who also know its lyrics well. 
While the “Church Style” music video has elements similar enough to the original 
to signal to viewers that it is an imitation, “Church Style” has several features that are 
different from the original music video. As mentioned above, the main and the minor 
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characters’ appearances are different. The pastor is slimmer than Psy, and the minor 
characters are much less polished than the ones in the “Gangnam Style.” The places 
where the “Church Style” music video was created are different from the source as well. 
The imitation is filmed in a place which, of course, is never shown in the original: 
church.  
Since it is partially rewritten, moreover, the lyrics also contain differences. It uses 
terms which are typically used in church settings, such as prayer, the Bible, worship, 
faith, and Amen. Since those terms are simply inserted into the original lyrics, some 
sentences of the rewritten lyrics sound contrived. The lyrics of the imitation are loosely 
organized and even seem meaningless and random at points. Nevertheless, it is still true 
that those technical church terms create a gap between the imitated and the imitation.66 
It is highly possible that the high proportion of similarity to difference might lead 
one to understand it as a parody. But as has already been said, a similarity is not the 
decisive element that determines the form of artwork as a parody regardless of its 
proportion in the particular artwork. Artistic parodists often depend on the popularity of 
the original artworks so that their parodies look similar to the famous artworks of the 
past.67 However, the true value of a parody depends not on the familiar part but on the 
unfamiliar part of the parody.  
                                                     
66 Jung Woo Kim, “The Strategies of Self-Expression through a Parody of the 
Contents: Focused on Parodied Contents of “Gangnam Style,”” Humanities Contents 31 
(September, 2013): 190-194. 
 
67 Hutcheon, A Theory of Parody, 35. 
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As mentioned above, a parodist expresses his/her meaning by reconstructing or 
even defamiliarizing the pre-formed materials. If one wants to discover whether an 
artwork is a parody or not, therefore, he/she should find and analyze the differences 
between the imitated and the imitation. Moreover, it is important to figure out whether 
those differences are simple changes of the materials or critical representations of the 
sources. In other words, one should explore whether an artist conveys his/her messages 
through those differences or not. The messages can be an expression of respect for the 
original material, a criticism of the value of the imitated, or both.68 At any rate, what 
determines an artwork as a parody is the critical distance, which an artist intentionally 
creates to deliver his/her own meaning, implied between the old and the new artworks.69 
When it comes to examining the differences between “Church Style” and 
“Gangnam Style,” it is difficult to find any critical intentions in them. The pastor does not 
appraise the value of the specific popular songs or the quality of its music video through 
those differences. He also neither criticizes Psy’s music nor does he express any critical 
views on “Gangnam Style.” He simply borrows. Since Psy released his song, numerous 
popular music critics have evaluated “Gangnam Style” from diverse perspectives. Some 
positively reviewed it as a sarcastic criticism on Korean capitalist culture represented by 
the word, “Gangnam.” Others negatively criticized the sub-standard expressions of the 
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69 Ibid., 32.  
 
135 
 
 
 
music video.70 But one does not find any of these critical approaches to “Gangnam Style” 
in the differences created by the Christian imitation. There are neither appraisals nor 
criticisms. It revises the original music video to reveal the fact that it was designed by a 
Christian pastor, and as something to be used within Christian communities.  
In fact, the pastor revealed his original intention regarding the production of 
“Church Style” in an interview with a Christian press when he said that the music video 
would show that the church is opened to the world. However, even that meaningful 
intention is not expressed in the differences found in the imitation music video. Of 
course, the pastor would likely say that his intention to reveal that the church is open 
enough to make copies of the contents of popular culture is found in the similarities 
rather than the differences.  
But that is precisely the issue. It seems barely possible to realize the fact that the 
church opens its doors to the world after watching “Church Style.” The differences, 
which mainly deliver the message of the parodist, do not present any images or lyrics 
related to the openness or the welcoming invitation from the church. Instead, those 
differences only reveal the fact that a Christian community has appropriated a non-
Christian cultural material. They can provide fun to viewers, especially Christians who 
can understand the Christian cultural codes and the church terms used in the imitation. 
Moreover, those differences are enough to attract people’s attention because people can 
easily notice the slightly edited images and lyrics of a song with which they are familiar. 
                                                     
70 Il Soo Yoon, “Korean Culture: Homo Narrans, beyond the bounds, to the 
cooperation and reconciliation – A Study on the Parody Music Videos of the “Gangnam 
Style,”” Korean Thought and Culture 78 (2015): 411-413.  
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It is reasonable to conclude that the intentionally designed differences of “Church Style” 
are not to be regarded as the essential factors determining the artistic form of the 
imitation music video as a parody.  
In fact, the deficient condition of the imitation is not only the issue of “Church 
Style” but also the common characteristics of most Korean churches’ evangelistic 
imitations. The movie posters, placards, and the flyers that Korean churches produce by 
copying popular cultural contents for the sake of Christian evangelism share the 
insufficiency; there are more similarities to the originals than differences – or at least the 
differences do not bear a critical relationship to the original artwork. Most evangelistic 
media produced by Korean churches that attempt to copy popular culture do not form any 
purposeful relationship to the original authors’ intentions. The repetition of the “critical 
differences” are absent in those imitations.71 Instead, there are edited images that only 
stimulate the interest of the viewers. There are cut-and-paste images of pastors, edited 
catch phrases, and appropriated themes and designs. One cannot easily discover any 
meaning in these differences except the fact that they are noticeable and provoke a laugh.  
By contrast, there is an example of a Christian evangelistic medium that parodies 
a popular TV show. It critically interprets the original material and delivers its message 
by focusing on its differences from the source. It is a postcard promoting an online Bible 
study program that the Baltimore Baptist Church in Asheville, North Carolina sent out. 
This postcard contains an image, which, at a glance, looks like the opening title sequence 
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of the popular TV show Modern Family. The theme of the picture, the title, and even the 
font is similar to the original image so that one can easily misunderstand that it is sent by 
the production company of the TV show.  
However, a closer look at the postcard reveals that it is an imitation of the title 
image because it is slightly differentiated from its source. The church erases the image of 
the homosexual couple, who are among the title roles of the TV show, and fills up the 
postcard with the pictures of three heterosexual families. The church designed this 
postcard to promote its online lecture program which deals with contemporary family 
issues. By intentionally omitting the image of the gay couple, this church reveals its anti-
gay orientation, and at the same time, it criticizes the all-inclusive message of the original 
TV show. Judging from the aesthetical aspect of this postcard, it places weight on its 
difference and also conveys a critical reinterpretation of the original material. Whatever 
one thinks about the church’s intolerance toward homosexuality, this postcard is an 
example of a Christian evangelistic parody of popular culture.    
In that it creates a hybridity which is barely related to the intention of the original 
artwork, pastiche is the proper term of reference for the evangelistic media that Korean 
churches make. They do not create any new meanings by reinterpreting or reconstructing 
the preformed images and texts. Rather, they share a “pure and simple” purpose: 
imitation.72 They are “blank” in that they only fulfill the superficial meaning of parody.73 
                                                     
72 Park, 260. 
 
73 Jameson, The Cultural Turn: Selected Writings on the Postmodern 1983-1998, 
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They are “depthless” for they do not deliver any messages through their presentations, 
which are created by blending the existing and new images.74 As a result, they are 
“schizophrenic” because they break the link between the imitated and the imitation so 
that no viewers can guess the meaning of the newly created images based on their 
knowledge of the old images.75  
From an aesthetical perspective, of course, the fact that those Korean evangelistic 
media are not parodies but pastiches of popular culture are not controversial. It is true that 
delivering Christian messages and promoting church events to people who are familiar 
with popular culture by utilizing famous music, movie, video clips, or TV programs can 
be effective. It can also demonstrate the church is trendy and “cool” because it is aware 
of what is going on in popular culture. Moreover, it can be a practical way of spreading 
the gospel to people of the 21st century who have diverse cultural preferences through the 
most universal, or the most enjoyable, way.76 In fact, pastiche is an often used method for 
marketing and advertising. Considerable numbers of ad-makers create advertisements 
with images that most people are familiar with. Popular images disarm people and make 
them relaxed so that they effectively attract the attention of potential customers. Thus, 
                                                     
 
74 Jameson, Postmodernism or, the Cultural Logic of the Late Capitalism, 17. 
 
75 Jameson, The Cultural Turn: Selected Writings on the Postmodern 1983-1998, 
34. 
 
76 Dong Kyu Choi, “Challenges of the Postmodern Korean Culture Tasks of the 
Korean Church,” Theology and Practice 20 (2009): 377-378. 
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pastiche is possibly an efficient method for practicing Christian evangelism, solely from a 
pragmatic perspective. 
The foregoing clarification of the proper term of reference (pastiche) for Korean 
churches’ evangelistic media suggests that those churches’ practices of evangelism are all 
about pragmatic results (church attendance, church growth) rather than substantive 
meaning or messages. This is related to the contextual background and the fact that those 
churches have focused on the second meaning of cultural mission: Christians should 
utilize culture to reach non-Christians effectively. It remains now for me to explore the 
theological implications of the evangelistic pastiches that Korean churches create, which 
I will take up in the following chapter. In particular, I will examine the socio-cultural 
meaning of pastiches based on Jean Baudrillard’s theory of simulacra and simulation. I 
will discuss how those pastiches work as a means of Christian evangelism, and eventually 
evaluate their relevance to the theological meaning of evangelism.       
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CHAPTER FIVE  
PHILOSOPHICAL AND THEOLOGICAL APPROACHES TO 
 KOREAN CHURCHES’ EVANGELISTIC PASTICHES OF POPULAR 
CULTURE 
  
Korean churches have created imitations of popular culture for the sake of 
Christian evangelism and the promotion of their churches. They have appropriated 
popular culture to break people’s preconception that the church might be closed to non-
Christian cultures. By opening the hearts of people towards the church, those evangelistic 
media might provide a chance for Christians to deliver the gospel. The copied images that 
Korean churches have presented throughout their evangelistic media are aimed at 
attracting people’s interest.  
As I have already demonstrated, Korean churches’ evangelistic imitations are not 
best understood as parodies but pastiches (regardless of the fact that they are more 
popularly termed parodies by some). Although various scholars evaluate pastiche 
critically as ‘empty’ or ‘depthless’, this does not mean that one should not make 
pastiches, including Christian communities. However, I propose that it is not so easy to 
distinguish ‘form’ from ‘content’, and I suggest that it is worth asking whether one can 
helpfully employ pastiche – which is depthless, superficial, and arbitrary – as an artistic 
style for the purposes of sharing the gospel in faithfully embodied ways as an invitation 
to non-Christians to reorient their lives.1 To pursue this line of argument, it is necessary 
                                                     
1 Yong Jin Won, The Paradigm of Popular Culture (Seoul: Hannarae, 2010), 426.  
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to explore the question of whether a merely pragmatic, and even shallow, appropriation 
of popular culture through pastiche undercuts the evangelist’s robust engagement with 
culture by failing to take it seriously. 
As reviewed in the previous chapter, pastiche solely aims at imitation and copy, 
and therefore the result of pastiche is only a mixture of extracted images. The hybrid of 
collected images is meaningless because it neither delivers the intentions of the original 
artists nor conveys the messages of pasticheurs. Pastiche is also blank, for it denies 
artistic originality, creativity, and unique styles. Ultimately, pastiche cannot reflect or 
represent reality. Instead, those copy-and-paste images created by pastiche encroach on 
and substitute for reality. As randomly copied images of pastiche replace original 
artworks, images eventually dominate the reality.2 The schizophrenic images make it 
impossible to distinguish the reality from the replica. It is noteworthy that Fredric 
Jameson describes pastiche not simply as an artistic style but as a socio-cultural 
phenomenon. He states that pastiche contributes to the transformation of reality into 
                                                     
 
2 Jameson refers to Guy Debord’s concept of the spectacle to explain the 
phenomenon that images replace the reality of the postmodern society. According to his 
late capitalistic understanding, the postmodern society is a society of the spectacle in 
which every detail of the reality is changed into simple images, and those images become 
commercialized. People cannot recognize the unique values of objects, but they only 
evaluate things by their granted images. Images become brands, and people buy brands. 
Jameson thinks pastiche accelerates the simplification and commercialization of the 
reality because it fills up the reality with the blended images collected from everywhere. 
Fredric Jameson, Postmodernism or, the Cultural Logic of the Late Capitalism (Durham, 
NC: Duke University Press, 1992), 18. 
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merchandised images in postmodern society. In the end, he concludes, people in 
postmodern society produce and consume those images.3   
In that it creates counterfeits, which seem more original than original artworks, 
and unreality, which is more real than reality, pastiche is in line with Jean Baudrillard’s 
concept of simulacra.4 Like Jameson, Baudrillard understands postmodern society as a 
context in which people consume images instead of materials. The postmodern 
phenomenon that copied signs and symbols substitute for reality he defines as 
simulation.5 In fact, his theory, which analyzes popular culture produced by mass media 
based on the concepts of simulacra and simulation, shows that every realm of humanity, 
including religions and religious culture, is encroached upon by these counterfeit images.  
In order to further analyze what Korean churches’ evangelistic pastiches of 
popular culture eventually deliver to viewers, therefore, I will explore Jean Baudrillard’s 
theory of simulacra and simulation. After examining the major arguments of 
Baudrillard’s concepts of simulacra and simulation, I will apply them to the subject of 
this study. This will eventually lead me to the question of whether the phenomenon of 
                                                     
3 Fredric Jameson, The Cultural Turn: Selected Writings on the Postmodern 1983-
1998 (London: Verso, 1998), 110. 
 
4 As Jameson states in his book, his understanding of the postmodern society is 
related to Jean Baudrillard’s. The notion of pastiche as a schizophrenic imitation which 
loses historicity is similar to the concept of simulacra in that both cannot represent the 
reality but only present distorted images of the world. See. Ibid., 18-21.    
 
5 Jean Baudrillard, Simulacra and Simulation, trans. Scheila Faria Glaser (Ann 
Arbor, MI: The University of Michigan Press, 1994), 10. 
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simulacra likewise characterizes the practice of evangelism as it is carried out by creating 
pastiches of popular culture – and what that then means for evangelism. 
 
Major Arguments of Jean Baudrillard’s Theory of Simulacra and Simulation 
(1) Simulacra and Simulation 
In his book, Simulacra and Simulation, Jean Baudrillard, a French sociologist, 
introduces postmodern society as the age of consumerism and digital technology. He 
understands that the influence of mass media results in the current status of postmodern 
society, and he traces the causes of the tremendous influence of mass media on 
contemporary society. Baudrillard divides human history from the pre-modern to 
contemporary periods into three stages: the age of representation, the age of mass-
production, and the age of simulacra.6 The first stage is from the age of the Renaissance 
to the beginning of the Industrial Revolution.7 In this period, feudalism was broken down 
and the bourgeoisie arose. As laborers got paid for their labor, symbols found values in 
                                                     
6 Melissa Gronlund, Contemporary Art and Digital Culture (New York: 
Routledge, 2017), 31-3. 
 
7 Although representation (and simulacra) existed before modern times, they were 
limited because of the strict status system. There were only limited numbers of people 
who could create representations of the reality. Also, the indiscriminate creation of 
imitations was regarded as an act of disrupting the social order. However, after the 
beginning of modernism, people started to have interests in objects and the representation 
of the objects became a form of painting. Even the beginning of capitalism raised 
people’s interest in objects and their ways of representation to a level of art. Therefore, 
Baudrillard postulates the beginning period of his research on the historical background 
of simulacra as modern times. Baudrillard, Simulacra and Simulation, 14-15. 
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exchange. Representations were equivalently valued as the original objects.8 In the 
second stage, however, the system of equivalent value became meaningless because of 
the mass production developed by industrialization. In this period, the numbers of the 
represented images and symbols exceeded the numbers of the originals. At the same time, 
the value of the imitations degenerated into commodities.9  
In the third stage, the distinction between original and representation finally broke 
down.10 As society became increasingly postmodern, mass media were significantly 
involved in the overall process of manufacturing, such as production, distribution, 
marketing, and sales. Mass media creates and manages trends. According to a certain 
fashion, factories produce, companies advertise, and consumers buy certain products. In 
fact, materials produced, sold, and consumed are not the actual objects, but the trendy 
images coated over products. The value of a product is based on an estimate not of its 
exchange value but of its symbolic value. It means that the meaning of an object is 
estimated not by its substance but its image. Image eventually replaces substance.11    
Based on this understanding, Baudrillard concludes that postmodern society is 
dominated by images created by digital media.12 He names the dominance of digital 
                                                     
8 Baudrillard, Simulacra and Simulation, 83. 
 
9 Gronlund, 33. 
 
10 Richard Lane, Jean Baudrillard (New York: Routledge, 2000), 86-87. 
 
11 Jean Baudrillard, The Consumer Society: Myths and Structures (London: Sage 
Publications, 2016), 207-209. 
 
12 Baudrillard’s understanding of mass media is influenced by a Canadian culture 
critic, Marshall McLuhan’s thesis, “the medium is the message.” McLuhan perceives that 
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images over society through mass media, simulation. Simulation is a verb form of the 
noun “simulacrum,” which originated from a Latin word with the same spellings and with 
the original meaning of “false image” or “imaginary object.”13 According to Baudrillard, 
                                                     
an invention of a new medium, such as new technologies, extends the environment of 
human life. The new medium affects the individual and social aspects of human life. In 
the end, it presents the standards for human behaviors or relationships and eventually, it 
controls all human affairs. Thus, it is a naïve and superficial thought that a medium is 
neutral. Rather, it is the message itself because it has the initiative over its users. It is not 
that the users utilize media, but that media leads the users into the planned directions. 
McLuhan, 8-11. 
Baudrillard’s notion of simulacra/simulation is in line with McLuhan’s 
understanding of media: both insist that the ultimate feature of a medium is not its 
content but the form of the medium. A medium exercises its power not through its 
message but by its existence. It affects, transforms, and dominates every element related 
to itself. Baudrillard develops this concept of the autonomy of media by particularly 
focusing on the contemporary culture of digital mass media. He states that media does 
not describe the reality as it is. Instead, media interpret it subjectively and manipulate its 
contents which cater to its own taste. They also infuse new ways of thinking and relating 
and alter the traditional structures of human society. Baudrillard states that the images 
created by mass media become rampant in the postmodern society and eventually, those 
images replace the reality. Baudrillard, The Consumer Society: Myths and Structures, 
141-142.    
 
13 It is noteworthy that Jean Baudrillard is not the only philosopher who 
establishes the concept of simulacra. In fact, the notion of simulacra is defined by Plato 
first. According to his dualistic understanding, the world is composed of two realms: true 
and false realities. The true reality is the realm of the “idea” which is the original form of 
the world. Since the idea can be recognized only through human intelligence, what 
human beings experience through their sensory organs are only the imitations of the idea. 
Those imitations are ontologically incomplete and epistemologically inaccurate so that 
they only compose the false reality. However, not every imitation has the same value. He 
categorizes two different kinds of imitations: the “eicon” which is the copy of the idea, 
and “phantasma” which is the copy of the copies. He anticipates that the repetition of 
copying ends up with the counterfeits that do not reflect the original form of the world, 
namely the idea. Thus, Plato distinguishes the imitations reflecting the idea from the 
imitations that reject the projection of the idea, and he puts the latter on the lowest 
existential level. The lowest leveled imitations are only illusions, bad quality imitations, 
and even non-existent beings. Eventually, Plato defines these imitations without the 
original forms as simulacra.  
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the contemporary meaning of “simulacra,” which is the plural form of a simulacrum, 
designates fictitious images and symbols that represent non-existent things in order to 
                                                     
Meanwhile, Gilles Deleuze challenges Plato’s dualistic perspective, which 
consequently disparages simulacra as meaningless entities only because they are 
imitations that are irrelevant to the idea. According to Deleuze, Plato does not seek what 
makes the difference between the idea, the icons, and the simulacra. Instead, Plato’s 
theory solely aims at emphasizing the difference and excluding the imperfect imitations. 
Unlike Plato’s negative evaluation of simulacra, therefore, Deleuze values the differences 
that simulacra create. For him, what determines the value of simulacra is not their 
similarity or relevance to the idea. The value of simulacra comes from their difference 
from the idea, and therefore, simulacra are more than the degraded copies of the idea. 
They are independent, temporary, event-like entities. Each of them has a particular 
meaning in certain contexts, and those contexts cannot be standardized. Although they do 
not reflect the eternity or invariability of the idea, simulacra have “positive potentials” 
because they are unique and independent events. Thus, Deleuze anticipates that the new 
understanding of simulacra not only overturns Plato’s dualistic notion but also creates 
significant meanings in human life. See. Gilles Deleuze, The Logic of Sense, trans. Jung 
Woo Lee (Seoul: Han Gil, 1999), 405-417. Jung Woo Lee, The Age of Simulacra: 
Deleuze and the Philosophy of an Event (Seoul: Georum, 2000), 69. Ki Jeong Kim, “An 
Introductory Study on Cultural Analysis through Deleuze’s Concept of the Simulacrum” 
Humanities Contents 22 (September, 2011): 46. 
The reason that I choose Jean Baudrillard’s theory of simulacra as the major 
hermeneutical lens of this dissertation, instead of those two philosophers’ concepts, is 
because Baudrillard is the only one who connects the concept of simulacra to mass 
media. In his book, The Battle between Gods and Giants: the Idea and the Simulacra, 
Jung Woo Lee states that Plato and Deleuze’s arguments remain in the realm of 
philosophy. They only deal with the ontological meaning of simulacra. On the contrary, 
Baudrillard approaches the cultural meaning of simulacra by studying the examples of 
simulacra which are artificially created by mass media. The primary objective of this 
dissertation is to review the aesthetic and the theological meanings of Korean churches’ 
evangelistic pastiches of popular culture. This chapter will examine how those pastiches 
characterize the practice of Christian evangelism. To accomplish this practical 
theological purpose, Baudrillard’s critical approach to the influences of mass media and 
simulacra is more useful than the other two philosophers’ concepts. Therefore, I will 
focus on how to interpret the contemporary Christian evangelistic media based on 
Baudrillard’s notion of simulacra. See. Jung Woo Lee, The Battle between Gods and 
Giants: the Idea and the Simulacra (Seoul: Han Gil, 2008), 60, 325-326.  
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fake their existence. In a simple sense, therefore, it is possible to understand simulation as 
“to make something into a simulacrum.”14  
According to Baudrillard, simulacra, which were once only counterfeit images, 
function like reality, and people accept them as real in contemporary society. In 
postmodern society, mass media possess their own generation and replicating 
mechanisms through which they continuously create unreal images that copy 
counterfeits. It is possible to think of simulacra as proliferating by themselves since the 
images that are mostly nothing but derivatives of another simulacra. Therefore, 
Baudrillard states that self-proliferation of copied images keeps the order of simulacra.15 
He then describes the stages in which the imitation images evolve into simulacra as 
follows: 
 
“[The image] is the reflection of a profound reality; 
  [The image] masks and denatures a profound reality; 
  [The image] masks the absence of a profound reality; 
  [The image] has no relation to any reality whatsoever: it is its own pure   
  simulacrum.”16 
 
                                                     
14 The meaning of simulacrum is slightly different from imitation. Imitation has 
the original object that one copies, but simulacrum does not have any original images. In 
this vein, simulacrum seems like a synonym of virtuality. However, it is not quite true 
because virtuality is only a creation of human beings and people have control over it. On 
the contrary, the simulacrum is a self-replicating image which eventually substitutes for 
reality and exercises domination over the real world. Baudrillard, Simulacra and 
Simulation, 9.  
 
15 Baudrillard, Simulacra and Simulation, 12. 
 
16 Ibid., 27. 
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At first, the image reflects reality as it is. It imitates the original appearances of 
the objects that construct reality. It is a profound record of objects that actually exist. 
Unlike the existing materials, however, the image that portrays objects also reflects the 
interpretation of its creator. In this second stage, which is the stage of empathy, therefore, 
the image, which once depicted reality as it is, transmutes and diversifies the description 
of the reality. It also accentuates particular aspects of reality and conceptualizes them.  
As the number of the images that distort reality is increased, the reality of the 
original objects is gradually denied. This process is what happens in the third stage of the 
evolution of the image. As people recognize the reality through the images, which 
subjectively interpret and distortedly describe the reality, the original figures of the 
reality are gradually forgotten. Even though the images replace the appearances of the 
original objects and cover the absence of the originals with counterfeits, people cannot 
recognize it. Finally, in the fourth stage, it becomes impossible to find the original 
models in the society dominated by the images. People get used to the unreality coated 
with the copied images so that they do not feel the need for the reality of the original 
objects. The images, which appear to be more realistic than the reality but are irrelevant 
to the reality, come to dominate society. We are left with a society filled with and, at the 
same time, controlled by simulacra.17    
 
 
                                                     
17 Baudrillard, Simulacra and Simulation, 26-28, Young Dal Bae, “Baudrillard: 
The Modern Society and the Image,” Studies of French Culture and Arts 16 (February, 
2006): 83-84. 
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(2) Hyper-reality and Implosion  
Through the process mentioned above, imitations are eventually substituted for 
real objects. Imitations present – not “re”present – reality. People recognize reality only 
through the images that counterfeits create. Images of the imitations, namely simulacra, 
become the standards by which people evaluate reality.18 In the world of simulation, 
therefore, simulacra are more than the products that people consume: they are the 
elements that concretely form reality. Eventually, imitations dominate reality, but 
simulacra take this one step further. Simulacra continuously produce imitative images to 
conceal the fact that the world is already filled with counterfeits. Baudrillard names this 
new concept of reality in which simulacra keep patching up plasters to hide the 
fictiveness of the world as “hyper-reality.”19  
For a better understanding of the concept of “hyper-reality,” Baudrillard 
demonstrates Disneyland as an example of virtual reality. According to him, Disneyland 
faithfully performs its mission as a hyper-reality in two ways. First, it is equipped with 
various props that represent the world where the fairy tale characters live.20 The 
delicately crafted amusement park deludes visitors into being in the world of the fairy 
tales. The images, statues, and buildings inside Disneyland continuously create an 
atmosphere of the world of dream and hope. Moreover, those props appear to be similar 
                                                     
18 Young Dal Bae, “Baudrillard: The Evil Genius Simulacrum,” Collections of 
French Studies 80 (November, 2012): 272-273. 
  
19 Baudrillard, Simulacra and Simulation, 19-22.    
 
20 Ibid., 39. 
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to the actual objects outside the theme park so that visitors believe that they are in a place 
that indeed exists. The virtual reality that the simulacra of Disneyland provide is powerful 
enough to make people inside think they are experiencing reality.21 It is a hyper-reality, 
which is made of simulacra that mimic real objects in an imaginary version. 
However, Baudrillard thinks that the ultimate function of Disneyland as a hyper-
reality is not simply to provide an experience of the world of fantasy to visitors but to 
make them forget the true appearance of the world outside the theme park. According to 
him, Disneyland is craftily designed to hide the fact that the entire American society is a 
simulation which is filled with simulacra that endlessly deliver the messages of dream 
and hope.22 By claiming to be the symbol of the purity and innocence of childhood, it 
persuades visitors to believe that outside Disneyland is a world of adulthood. However, 
Baudrillard insists that the society outside Disneyland does not differ much from the 
amusement park: it is also a society of wonderland. He thinks the entire American society 
is filled with simulacra that share childish, foolish, and even irrational values.23 Visitors 
intoxicated with hyper-real images of Disneyland forget this fact. Like daydreaming, they 
are dominated by the power of simulacra arrayed in every corner of the theme park. As a 
                                                     
21 Baudrillard, Simulacra and Simulation, 40. 
 
22 Baudrillard gives the analogy of the prison to explain the hyper-reality of 
Disneyland. A prison exists as the symbol of legal sanction. Its existence conceals the 
fact that the entire society restricts every individual by and large. Of course, it is not the 
true function of a prison, but he insists that the metaphorical meaning of a prison is 
similar to other entities of hyper-reality. Ibid., 40.  
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result, they only spend time in the wonderland without noticing that the reality that they 
will encounter right outside the park will be the same as the inside.24   
Thus, the phenomenon of hyper-reality is not only the case in Disneyland. As 
mentioned above, the reality of postmodern society is under the control of mass media 
and also, it is threatened by hyper-reality. In this society, there are only two entities: 
media and mass. Media continuously create symbols and information. The surplus of 
symbols and information crowds the originals out of the reality; they extinguish original 
meanings, and eventually, collapse the division between the true and false images. The 
places where reality once existed are finally filled up with simulacra.25 People (mass) are 
mere consumers who do not have discretion regarding the overflowing simulacra. They 
do not participate in their production or in their representations of the reality. By 
consuming images and symbols of mass media, postmodern people contribute to the 
extension of hyper-reality without noticing.26  
Baudrillard explains hyper-reality with the concept of implosion. Implosion is a 
concept that is the opposite of explosion. He understands that explosion describes how a 
society based on modern rationalism expanded. In opposition to the totalitarian 
unification of individuals, which was the logical inconsistency of rationalism, new 
                                                     
24 Jean Baudrillard, “Illusion, désillusion esthétiques,” in Baudrillard’s Culture 
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25 Heebong Kim, “An Illusory Character of the Contemporary Society and J. 
Baudrillard’s Concept of Simulacra,” Research in Philosophy and Phenomenology 60 
(2014): 27-28. 
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thinkers emphasized individuality and difference. Based on an emphasis on diversity, 
modern society rapidly expanded. By emphasizing distance from the central modernist 
norm, society was continuously segmented and differentiated outwards.27  
However, the difference is meaningless in postmodern society. Baudrillard thinks 
that implosion destroys the difference between real and virtual, reality and representation, 
and original and imitation. Since the boundary between originals and simulacra becomes 
ambiguous, the division among substances also becomes impossible. It is impossible to 
recognize an object by analyzing its difference from others. Those polarities disappear so 
that there remain only images, symbols, and signifiers without signified meaning created 
by copying and mimicking. Hyper-reality, which is the reality of postmodern society, is a 
system in which the indivisible imitations are over-supplied.28    
 
(3) Simulacra and Deity 
Baudrillard thinks that it is impossible for human beings to escape from hyper-
reality; simulacra will affect every realm of human history and what has been called 
reality will be replaced by a virtual reality.29 The dominance of simulacra over humanity 
includes the realm of religion. He states that the record of simulacra in human history 
started from the narratives of religion and divinity. For example, Baudrillard discusses 
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the religious controversies over iconoclasm.30 According to him, the ones who 
recognized the dominance of images over divinity were the iconoclasts who firmly 
asserted the necessity of the destruction of the icons.31 They were concerned that the 
attractive images presented by the icons would replace the real substance of divinity. 
They also worried that those images would lead believers to take the icons, which were 
the images of deity, as the object of their faith. In other words, iconoclasts were afraid 
that the subject and the object of icon worshipers’ faith, which is what Baudrillard calls 
divinity, would be replaced by the images of ancient myths as a result, and therefore, they 
were compelled to break the icons down.32  
However, Baudrillard thinks that the aforementioned interpretation of iconoclasm 
was not the whole story, so that he keeps tracking the true intention of iconoclasts, which 
is hidden in their arguments. He assumes that if iconoclasts believe that the icons only 
hide divinity, they would not advocate the necessity of the destruction of the icons so 
strongly.33 If an object hides its essence, it inversely verifies the existence of the essence. 
                                                     
30 The controversies over iconoclasm began with Byzantine Emperor Leo III. He 
thought the worship of icons as idolatry, so that he issued an edict ordering the 
destruction of icons in 730. The Byzantine Empire was split on iconoclasm and was in 
danger of breaking into two. Even the Roman Catholic Church strongly opposed 
iconoclasm and therefore, the religious conflict over the worship of icons had lasted for a 
long time. After two long-term controversies from 726 to 786 and from 815 to 843, the 
iconoclasts were labeled as heretics and the religious conflict was ended. Kyung Lim 
Kang, “A Study on Martin Bucer and Iconoclasm,” Theological Prospect 27 (2014): 10-
17.   
 
31 Baudrillard, Simulacra and Simulation, 22. 
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Icons would be proof of the existence of deity. However, iconoclasts resolutely claimed 
that the icons must be destroyed. Baudrillard interprets their ironic assertion of 
iconoclasm as the evidence of a subversive idea, the absence of deity. According to him, 
iconoclasts despaired of the fact that what they thought of as images, which would 
replace the substance of divinity, were not images but simulacra.34  
Images have their originals and, therefore, the icons as images should have deity 
as their models. On the contrary, simulacra are adumbrations without originals and 
images without models. They are counterfeit existence. The fact that icons were 
simulacra also meant that there was no deity hidden behind the icons.35 Baudrillard 
stresses that iconoclasts recognized that the icons were simulacra and the divinity that the 
icon worshippers venerated were also simulacra. Divinity that could be presented through 
the icons did not exist from the beginning. What iconoclasts really worried about was not 
the replacement of deity but the absence of deity. They were stubbornly insistent on 
forbidding the iconolatry because they feared that people would notice the absence of 
deity.36 Therefore, Baudrillard concludes that iconoclasts judged the exact value of the 
                                                     
 
34 Baudrillard, Simulacra and Simulation, 24. 
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36 It seems that Baudrillard’s statement about the absence of deity is in line with 
his explanation of the evolutionary stages of simulacra. According to his theory, 
simulacra mask the absence of a profound reality. If deity is the profound reality of icons, 
what can be deducted from the fact that icons are simulacra is that icons hide the absence 
of deity. Although he seems to overly or too simply conclude the existence of God, it is 
necessary to address that Baudrillard’s judgment is based not on a theological but on a 
philosophical argument about the formidable annihilating power of simulacra.  
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icons as fake images or simulacra, while the icon worshippers were satisfied with 
venerating the imaginaries of God.37  
Since Baudrillard’s study does not particularly aim at proving, or denying, the 
existence of God, it is not necessary to conclude that the God of Christianity does not 
exist in the world or to agree with his judgment that the iconoclasts were worried that 
God never existed in the first place.38 However, a religion is a systematized form of 
human beings’ faith in a deity and their collective religious practices, and therefore it 
cannot be separated from human culture. The point here is that insofar as religious faith is 
embedded in human culture, it is no exception to the dominance of simulacra, according 
to Baudrillard’s theory. It may even prove to be a prime exemplar of this domination. Of 
course, it is uncertain whether simulacra dominate the entire realm of every religion, 
since Baudrillard does not fully examine the influence of simulacra over religion. But it is 
reasonable to deduce from Baudrillard’s argument that the degree of the dominance of 
simulacra over a religion is proportional to the extent of the religion’s usage of images 
and media.  
Baudrillard’s concept of simulacra and hyper-reality offers a critically important 
perspective to the study of contemporary religions that utilize visual images and digital 
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38 It is noteworthy that Baudrillard’s argument about simulacra and divinity was 
focused not on Christian worship services but on iconolatry. When he insists that the 
deity does not exist, he does not particularly deny the existence of God who is the subject 
and object of Christian faith. What he actually points out is the divinity reflected in icons. 
Icons only describe God of Christianity partially, and no number of icons can present the 
entire substance of God. Therefore, it is reasonable to understand that Baudrillard’s 
theory of simulacra negates the divinity which was the object of the icon veneration.  
156 
 
 
 
technology in their various practices. According to Baudrillard, images, which are 
prevalent in postmodern society, are not representations of reality but the counterfeits of 
the imitations.39 He suggests the possibility that religious images and media may not 
deliver or may even mask the religious concepts, which the creators of those images and 
media originally intend to represent, in the same way that the icons did for iconoclasts. 
Based on his understanding, it is also possible that the utilization of visual images for the 
sake of various kinds of religious practices may results in the implosion of the purpose of 
those practices. Moreover, those images possibly inculcate hyper-values, instead of true 
values that the religious practices plan to fulfill, in the places wherever those images are 
introduced.  
Therefore, it is necessary to examine whether religious images and media 
communicate inadvertent messages about the concepts, purposes, and values of particular 
religions or not, and Christian images and media are no exception. In particular, Korean 
churches’ evangelistic pastiches of the contents of popular culture are on the top of the 
lists for review. This is because images created by the artistic technique of pastiche are 
conceptually in line with simulacra in that those images are the results of repeated 
duplication: they only present unreal, edited imageries. In the following paragraphs, 
therefore, I will examine evangelistic pastiches with the hermeneutical lens provided by 
Baudrillard’s theory of simulacra and simulation.  
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A Theological Approach to Evangelistic Media Imitating Popular Culture in 
Relation to the Concepts of Pastiche, Simulacra, and Hyper-Reality 
 
(1) Pastiches and Simulacra 
Although not directly influenced by iconoclasm, contemporary Korean protestant 
churches, which are the major religious context of this study, have not allowed icons 
within their communities. Korean protestant Christians have had few opportunities to 
venerate icons or to utilize imitated images of divinity as a means of worship and 
Christian education. Thus, it is a reasonable inference that most Korean protestant 
Christian communities are rarely exposed to the impact of simulacra where 
representations of God are concerned. As digital technology has rapidly developed in 
postmodern society, however, mass media culture has powerfully affected the ministries 
of Christian communities, including Korean protestant churches. Since the concept of 
cultural mission was introduced, moreover, many Korean churches have understood it as 
a pragmatic missional approach that would positively incorporate popular cultural 
contents in various ministerial contexts.  
As a result, many Korean churches have actively incorporated mass media in their 
ministry. Pastors preach and teach the gospel with the help of digitalized images and 
video clips.40 Christians share what they believe through social media and do not hesitate 
to take advantage of the contents of popular culture for the sake of Christian witness. 
                                                     
40 Jung Sook Kim, “Korean Wave and Winter Sonata” in K-Pop Wave and K-
Christianity, ed. Korean Society for Theology of Culture (Seoul: Dong Yeon, 2013), 465. 
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Video clips of Christian celebrities giving testimony are frequently used as a reliable 
means of communicating the gospel. Christians even interpret non-Christian artworks, 
such as photographs and movies with religious perspectives. Even though their 
interpretations are far different from the original intentions of the artists, Christians 
utilize them as valuable materials through which they confess and confirm their religious 
identities.  
This cultural and technological transition in Korean churches suggests that 
Christian congregations would do well to consider the extent to which they are influenced 
by simulacra. Jung Sook Kim points out that it is possible for Christians to get used to 
visualized divinity insofar as various mass media contents, such as images, paintings, 
video clips, and movies, play an important role in Christian ministry, education, and faith 
practices. Instead of experiencing the living God in one’s life, persons might instead 
encounter only simulacra of God inside and outside of churches.41 As they see, hear, and 
feel the artificially edited images of divinity, Christians naturally enter into a hyper-real 
Christianity.  
Thus, Kim warns that God in history would be replaced by God in virtual reality, 
and the superficial records would be exchanged for the down to earth works of God. God 
who was once confessed by people’s living witnesses would be effaced and the 
counterfeits would be feigning divinity. While the images of divinity which do not have 
concrete models overwhelm Korean Christians, those images simultaneously get rid of 
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substance beyond the surfaces of the contents of Christian culture using multimedia.42 
Based on Kim’s analysis, it is possible to imagine that the subject and the object of 
Christian faith, God, is gradually simulated by simulacra, which eventually take over the 
content and substance of Christian ministry.  
Kim’s argument offers an important perspective: if pastiches provide simulated 
images, and if evangelistic pastiches that Korean churches create function like simulacra, 
those evangelistic pastiches possibly communicate simulated images of God, the reign of 
God, or other religious objects and experiences. As explored in the previous chapter, 
pastiches are blank and depthless: it is hard to find the intentions of the original artists or 
newly embodied meanings given by pasticheurs in pastiches.43 Like other artistic, non-
religious pastiches, therefore, Korean churches’ pastiches are products of the technique of 
appropriation that solely aim at copying and editing randomly chosen images.44 Pastiches 
are irrelevant to the originals or to reality, and therefore the viewers of the pastiches 
cannot even begin to imagine the reality to which they might point. But of course they 
don’t point at all. Whether it is intentional or not, pastiches hide and efface reality and 
only present hyper-real images.45 Based on Baudrillard’s understanding, therefore, 
pastiches are simulacra and the evangelistic pastiches of popular culture are no exception. 
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In fact, when Korean churches design pastiches of images and video clips of 
popular culture as a means of Christian evangelism, the messages about the Christian 
gospel or Christian life in their imitations of popular culture are like empty shells without 
any content. They hybridize the simulacra of popular culture and Christian witness, and 
the result is nothing but another kind of simulacra. These new evangelistic simulacra 
neither embody the original messages of the popular cultural artists nor authentic 
messages about Christianity. What these media communicate instead is a mixture of 
popular cultural fun and superficial, and ultimately empty, descriptions of the Christian 
gospel or Christian communities. They offer only the hyper-reality of Christianity. Like 
other religious simulacra mentioned above, it seems barely possible to imagine the 
divinity living and working in human history from the evangelistic pastiches.46 The 
gospel vanishes beyond the surfaces of those media and all that remains are the images of 
Christianity stimulating the peripheral nerves with popular cultural entertainment.  
Therefore, it is necessary to explore whether the pastiches of popular cultural 
contents, especially insofar as they may be shown to be simulacra, can be adequate media 
through which Korean churches practice their understanding of evangelism. Before 
jumping into an evaluation of evangelistic pastiches, however, I will review three 
theological approaches to Christian evangelism. They will provide a lens through which I 
can examine the functions and value of Korean churches’ evangelistic use of popular 
culture. In particular, I will focus on three concepts of evangelism: evangelism as 
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embodied proclamation of the reign of God in the world, evangelism as initiation of 
Christians, and evangelism as a way of introducing Christian churches to the world.  
 
(2) Christian Evangelism: The Faithful Embodiment of God’s Reign 
In his book, Evangelism after Christendom: The Theology and Practice of 
Christian Witness, Bryan Stone defines Christian evangelism as a practice, relying on 
Alasdair MacIntyre’s concept of practice in After Virtue. According to Stone, this 
practice is aimed at goods internal to the practice itself, and the excellence of a practice is 
only judged by how well it fulfills its intrinsic values. The internal goods of a practice are 
determined by the community that cultivates the virtues requisite to the practice and the 
narratives that motivate the fulfillment and provide its aim.47 It is often tempting to seek 
external goods, but those can never be the measure of a practice performed well. Based 
on this understanding of a practice, Stone affirms that Christian evangelism is a practice 
of a people whom God elects and forms as witnesses of and invitations to the peaceable 
reign of God.48  
Christian witness is embedded in how the people of God are related to the 
world.49 In the relationship, Christians bear witness in the very form of their social 
existence to a new reality in which they exercise the peaceful and holy virtues of God’s 
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reign in their everyday life. Christian evangelism is subversive because it demands social 
changes and communal actions which eventually reveal the reign of God in this world.50 
It is also invitational in that those evangelistic practices publicly herald the distinctive 
reality that is open to all creation.51   
Stone warns that the church is instrumentalized if it pursues external goods, such 
as the numerical growth of the congregation or the increased influence of the church, as 
the telos of Christian evangelism. As mentioned above, the ultimate concern of 
evangelism should be the faithful embodiment of the peaceable reign of God. This is its 
witness. It does not have to produce any visible outcomes or arrive at a certain end.52 
Making large numbers of converts or growing the physical body of a church is less 
relevant to the definition of evangelism as a Christian practice. Even though evangelism 
aims at inviting people into a new way of life following the logic of God’s reign, it does 
not necessarily result in the numerical growth of a congregation.53 Therefore, the 
conversion of a person is not the ultimate goal of Christian evangelism, though that is 
certainly a part of the process of leading a person to the reorientation of the self towards a 
Christ-life disciple.54    
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The major point of Stone’s theological understanding of evangelism is that the 
ultimate purpose of evangelism is the faithful, social embodiment of the gospel of God’s 
reign. By practicing the virtues of the reign of God in the world throughout their lives, 
Christians invite non-believers into a new, distinctive reality. The result of evangelism is 
evaluated not by the numerical growth of new members of a church but by the expansion 
of the influence of the gospel in the world.55 Assuming that every practice of evangelism 
can be an evangelistic medium, therefore, Christians should carefully consider the way 
they embody the gospel because it is directly related to the faithfulness of the practice of 
evangelism. While Stone does not use the language of media, for him, the messages 
proclaimed are embedded within the evangelists’ living witness to the reign of God.56 As 
I attempt to develop further from his point, it is possible to propose that evangelistic 
media, which include every practice of bearing witness to the gospel (and not primarily 
“proclamation”), should be the very testimonies that present the visible reality of God’s 
reign in the world. 
Employing the insight from the theories of evangelism explored above, therefore, 
evangelistic media are fundamentally meant to be visible testimonies that socially 
embody the gospel about the peaceable reign of God. Also, evangelistic media should 
illustrate how Christians faithfully practice the virtues of God’s reign in their daily lives. 
If that is true, however, it is doubtful that the evangelistic pastiches created by Korean 
churches can be media that adequately communicate those significant messages. Insofar 
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as those evangelistic tools are simulacra, what they deliver cannot be a substantive, much 
less comprehensive, witness to God or God’s reign and its realization.  
Of course, the creators of the evangelistic pastiches of popular culture may refute 
the aforementioned evaluation by affirming that their media also communicate the 
gospel. However, based on the foregoing analysis of pastiche and simulacra, it is not sure 
what the gospel is about. When it comes to considering the messages about the reign of 
God as good news, it is difficult to judge from a few church terms which are 
intermittently included among the images and video clips as also being the gospel. Even 
if one summarizes the entire life and work of Jesus Christ in the evangelistic pastiches, it 
will not make any difference. Pastiches only manifest simulacra which feign the good 
news. The messages of the evangelistic pastiches are irrelevant to the gospel of the 
peaceable reality of God’s reign. Delivering the gospel through imitations of popular 
culture which are the strategic media of postmodern consumerism result in the implosion 
of the fundamental messages of Christianity. The imploded gospel is not the content that 
Christians witness through the ministry of evangelism. It is only a feigned Christian 
message represented by trendy and interesting images. It is, in short, a hyper-gospel.  
As the pastor who directed the “Church Style” music video answered in an 
interview, one of the messages that the evangelistic pastiches of popular culture possibly 
deliver is about Christian communities’ openness to the world.57 That message 
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emphasizes the fact that Korean churches are culturally inclusive enough to utilize 
popular culture within their communities. The video clip of a pastor dancing to a popular 
song and the bible verses photo-shopped to famous movie posters possibly witness the 
cultural openness of Korean churches. In addition, the evangelistic media give an 
impression that the church is an entertaining community. When Korean churches create 
the evangelistic pastiches, they intentionally choose cultural contents that gain popular 
success. By adding fun elements to those contents, they produce evangelistic materials 
that everyone who knows the original works can enjoy. Therefore, when non-Christians 
see those materials, they may think that the people who design those contents are witty. It 
is not certain whether Korean churches plan to introduce themselves as amusing 
communities, but it is highly possible that the viewers of the pastiches may think 
churches are enjoyable.  
However, the cultural openness and the fun-to-be-ness are not the internal goods 
(to use Stone’s and MacIntyre’s language) that Christians should realize through the 
practice of evangelism. They have nothing to do with the distinctively subversive 
characteristics of the reign of God.58 The evangelistic pastiches simply implant the 
afterimages of the ridiculously edited versions of pastors, churches, and the Bible. The 
fun-oriented hyper-gospel images replace the concrete exemplifications of political, 
economic, and social practices by which Christians bear witness to God’s peaceable 
reign. Similar to the icons that got rid of the divinity and made people unaware of the 
absence of the deity, the evangelistic pastiches of popular culture are simulacra that 
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eventually efface the essential meaning and message of Christianity, which should be 
offered evangelistically to the world.  
 
(3) Christian Evangelism: Initiation into the Kingdom of God 
As a second example of an influential theology of evangelism, William Abraham 
understands Christian evangelism as an intentional practice which initiates people to the 
kingdom of God for the first time.59 The Kingdom of God is the foundational narrative of 
evangelism: God inaugurated God’s kingdom through the life, death, and resurrection of 
Jesus Christ, and the gospel that Christians proclaim through evangelism should be about 
the substantial reign of God over the world.60  
Abraham explains the logic of evangelism as oriented toward an initiation: 
 
Initiation into the kingdom of God involves an encounter with God, as described 
in the language of conversion and new birth, an external religious ceremony, as 
represented in the sacrament of baptism, and a commitment to a moral tradition, 
as summed up in the great commandment to love God and neighbor.61 
 
Through intellectual and spiritual disciplines, moreover, evangelism seeks to form a 
person as a living agent of God’s kingdom. Like Stone insists, Christian evangelism does 
not aim at producing instantaneous results; rather, it aims at leading people to a process 
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through which they are formed into and come to embody the distinctive values of the 
gospel.  
Based on this understanding, Abraham introduces three principles of Christian 
evangelism. First of all, evangelism should begin with a proper understanding of the 
reality of God’s kingdom: God initiated that kingdom and it is God who guides that reign 
throughout human history. Unlike some distorted understandings of Christian 
evangelism, the primary agents of evangelism are not particular evangelists, but God. In 
this vein, the practice of evangelism is not one that can be designed or controlled by 
evangelists, nor can it be reduced to a program of attracting persons to a particular 
church. Just as Stone affirms, evangelism is a practice operated by God through the Holy 
Spirit.62 Christians should admit that evangelists are not the primary agents of the practice 
of evangelism and also that churches are not the final destination of the ministry of 
evangelism.63  
The second principle is that proclaiming the gospel is the essential practice of 
evangelism. According to Abraham, the gospel is a unique narrative that illustrates how 
God initiates, sustains, and completes God’s reign over the world. The gospel of the 
kingdom of God possibly sounds political, economic, and social because of its totally 
distinctive character. It claims that people who belong to the divine reality are called to 
live differently in every aspect of their lives. Thus, Abraham stresses that Christians 
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should be attentive to the context of the people to whom Christians proclaim the gospel. 
64 Evangelism should be accompanied by a study of the socio-cultural circumstances of 
people. But the proclamation of the gospel should avoid falling into a practice that 
supports any political or nationalistic principles, and should instead focus on the message 
of God’s kingdom.  
The third and last principle of Christian evangelism is that proclamation of the 
gospel should be connected to a process of initiation as the discipline and formation of 
new believers. This catechetical process grounds people in the kingdom of God. Various 
religious experiences, types of education, and rites make them ready to be the agents of 
the reign of God. They, likewise, will join the evangelistic practice and communicate the 
gospel to the world.65 Unlike a wholly pragmatic understanding of evangelism, which 
sees evangelism as a strategic approach to lead non-Christians to a particular 
congregation, Abraham describes the church as an agent in which the receptors of the 
gospel are to be trained and educated. He also sees that evangelism is ongoing until those 
new comers are well-educated enough to practice the values of God’s reign in the world. 
Thus, it is noteworthy that evangelism is not growing the numbers of a church, but 
increasing the numbers of channels through which the gospel is communicated.  
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have no control over the way the gospel “comes alive” among the non-Christians, he 
agrees with the point that the gospel may surprise and upset the hearers. David Bosch, 
“Evangelism: Theological Currents and Cross-Currents Today,” in The Study of 
Evangelism, ed. Paul Chilcote and Laceye Warner (Grand Rapids, MI: Eerdmans, 2008), 
13-14.  
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Unlike Stone’s concept of evangelism as a Christian’s faithful embodiment of the 
gospel, Abraham emphasizes proclamation more than Stone does and he also emphasizes 
the primary initiation of Christians into the kingdom of God as the logic of evangelism.66 
Abraham’s concept of evangelism necessarily includes invitation of non-Christians to the 
church and education of new Christians about discipleship. Thus, evangelistic media 
should deliver appropriate information about the kingdom of God and the practices of 
Christian life. Those media should be focused on helping persons understand what it 
means to live into the kingdom of God and what it means to be a part of a Christian 
community. Even though Christian media cannot contain every instruction about how to 
be a Christian, they should provide something substantive so that persons can begin to 
imagine the new life to which the media point. 
However, the evangelistic media created by the technique of pastiche are 
insufficient for just this task and for the formation of new Christians. First of all, as 
simulacra, these media provide only counterfeit images of reality. The images depicted in 
those media are irrelevant either to the substantial reality of the kingdom of God or the 
tangible life practices of Christians. As mentioned above, what those media present are 
hyper-real images of the church or Christian life. They are fun, interesting, and enjoyable, 
that is true. However, those media hide the subversive, distinctively peaceable, and even 
uncomfortable life that Christians lead for the purpose of realizing the virtues of the 
kingdom of God.  
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All this is not to say that Korean churches intentionally hide particular features of 
the church that would be uncomfortable and burdensome to non-Christians. But whether 
intentional or not, it is impossible to introduce Christianity only by presenting hyper-real 
images of Christian life and community. Unlike commercials that seek a consumer’s 
purchase of merchandise by employing exaggerated images of products, however, 
evangelistic media are essentially meant to introduce accurate descriptions of the 
substantive nature of Christianity. Even if the contents of evangelistic media are not 
appealing to non-Christians, Christians should create ways of communicating faithfully 
and clearly who they are and what they practice as citizens of the kingdom of God.   
This is why the flyer that a Korean church designed by appropriating a popular 
dating and relationship reality TV show is evaluated only as a provocative medium. 
Although the original intention of the Korean church was proclaiming that Jesus Christ is 
the only lover of life, as the church addressed later, the theme of the flyer and the pictures 
of the young adult members of the church were sensational enough to hide its original 
intention.67  
Moreover, it is doubtful whether the programs that the evangelistic pastiches of 
popular culture promote can practically initiate new comers into the kingdom of God as 
Abraham insists. Most of those media introduce church events or retreats that those 
churches hold temporarily or one time in a year. Certainly, those conspicuous 
evangelistic media are effective in announcing events that are not traditional Christian 
                                                     
67 “‘Do You Have a Girlfriend?’ A Church Distributed a Dating Flyer,” 
Newsnjoy, last modified November 1, 2012, accessed July 1, 2015, 
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events, like Christmas or Easter events. However, it is hard to imagine that non-
Christians can become Christians formed into the virtues of God’s reign only after 
attending these religious events. If evangelism is an initiation, as Abraham affirms, it 
should be accompanied with serious, long-term programs through which newcomers can 
understand Christianity and Christian life. Evangelistic media that are little more than 
pastiches of popular culture are insufficient as a means of practicing Abraham’s concept 
of evangelism.    
  
(4) Christian Evangelism: Churches Reaching Secular People 
If Korean churches create evangelistic pastiches based on a concept of evangelism 
that is different from the ones reviewed above, perhaps they can evade the harsh 
evaluations I have offered above. In How to Reach Secular People, George Hunter 
attempts to provide strategic guidelines for Christians who want to communicate the 
gospel to “secularized” people and bring them into a church.68 According to Hunter, 
                                                     
68 Hunter’s concept of “secular” is closely related to his understanding of 
Christendom. Unlike Stone, who sees Christendom as the materialistically distorted 
embodiment of Christian gospel, Hunter positively evaluates its powerful influence over 
the world. According to him, Christendom began in the 4th century when the church tried 
to build a Christian nation with the broken pieces of Roman Empire. He asserts that a 
“vision of God’s purpose” legitimated this Christian civilization so that the church 
became the basic principle of Western civilization. In the period of Christendom, the 
influence of the church was strong enough to have control over the entire western society.  
After the Middle Age was over, however, the influence of Christendom waned. 
The church lost its control over Western civilization. People have gradually lost the 
traditional forms of Christianity and even, many of them have even left the church. 
Hunter describes this process as secularization. According to him, secularization is the 
process of the withdrawal of Western society from the socio-cultural control of 
Christianity. It began in the 14th century and it is still ongoing. Throughout history, the 
church has lost its credibility and Western society was disintegrated.  
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secularized people are ignorant of Christianity and they also have doubts and negative 
views of the church.69 Thus, the ministry of evangelism should be a strategic approach 
that responds to secular people’s questions and doubts. It also needs to provide the people 
with opportunities to meet credible Christian communities. By countering their negative 
views of Christianity and offering ministries that meet their needs, the church can win 
people over to the good news. When the church gains the trust of secular people, Hunter 
emphasizes, Christians can then have a chance to communicate the gospel.70 
In comparison to the aforementioned concepts of Christian evangelism from 
Stone and Abraham, Hunter’s understanding of evangelism is highly sensitive to the 
receptors. Instead of focusing on the character of Christians’ witness to God’s peaceable 
reign and its visible reality in the world (as with Stone) or to the complex and intense 
processes that accompany initiation into God’s reign (as with Abraham), Hunter is fixed 
on helping Christians to share the content of the good news in a way that secular people 
can understand and accept easily. He is more concerned to remove unnecessary barriers 
in reaching unchurched people. According to Hunter, Christians should offer the 
                                                     
In the end, the secularization of Western civilization turned the western countries, 
which once sent missionaries, into mission fields in which people became ignorant of, or 
hostile to, Christianity. Hunter affirms that the Western church should recognize the 
paradigm shift from Christendom to secularization of Western society. It is not a 
Christian territory but a vast mission field. Therefore, Christian evangelism should begin 
with the understanding of the characteristics of the secular people in Western society and 
design proper strategies to approach them. George Hunter, How to Reach Secular People 
(Nashville, TN: Abingdon, 1992), 23-37. 
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messages of evangelism selectively so that the receptors willingly accept what is 
proclaimed by evangelists. Evangelistic communication must be edited, culturally 
interpreted, and even reduced to a narrative, depending on the receptors’ tastes. For 
example, Hunter recommends Christian classics that have reduced the Christian message 
to its common denominators throughout history. Unlike Christian dogma that are strict 
and complicated, he explains, Christian classics do not contain radical messages so that 
the secular people can easily accept them.71  
Hunter makes his intention quite clear when he introduces the last principle that 
Christians should bear in mind when they communicate the gospel with the secular 
people. He affirms that the objective of communicating the Christian gospel is to present 
an “adequate and positive” impression of Christianity.72 This suggests that the messages 
of Christian evangelism might possibly be moderated and adjusted so as to improve the 
image of Christianity in the eyes of secular people. This will lower their hostility toward 
Christianity and make it easier to bring them to church.  
Based on these evangelistic strategies for effectively communicating the gospel to 
secular people, Hunter develops his concept of Christian evangelism. He compares 
contemporary Western society to the context that the early apostolic church faced. In the 
beginning of Christianity, the church sent out people into the world to spread the good 
news, to extend the church, and to reach people who were ignorant of, or hostile to, 
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Christianity.73 Under the influence of secularization, in a similar manner, modern 
Western people have become ignorant of Christianity, have distorted an understanding of 
the gospel, and have negative views of the church. In this new apostolic age, he states 
that what the church needs to do is recover the apostolic ministry of the early church, 
which was focused on spreading the gospel, growing the number of Christians, and 
planting as many churches as possible.74 
The primary mission of the apostolic ministry of evangelism is leading lost 
people, who remain in the secular world, into Christian churches. To bring them out of 
the deserted world effectively, Hunter stresses that evangelists should know what to 
modulate and what to preserve in the gospel in relation to the contexts, preconceptions, 
and preferences of secular people. He especially urges Christians to supplement the way 
they practice evangelism with various seeker-sensitive techniques, such as using 
contemporary music and designing separate worship services for seekers.75 What Hunter 
calls an apostolic ministry is inevitably a strategic evangelistic activity that employs all 
kinds of effective devices to persuade secular people to accept the church’s message and 
locate themselves within the church.  
Compared to concepts of evangelism that introduce evangelism as a faithful 
embodiment of the gospel or as a way of proclaiming the kingdom of God, Hunter’s 
                                                     
73 Hunter, 109. 
 
74 Ibid., 110. 
 
75 Ibid., 151-152. 
 
175 
 
 
 
understanding of evangelism is more strategic, pragmatic, functional, and aimed at 
church growth. As he reveals in the beginning of his argument, the purpose of his 
theological study is to develop effective evangelistic methods through which Christians 
communicate the gospel to Western secular people and lead them (back) to churches.76 
Certainly, the evangelistic pastiches that Korean churches create by appropriating 
popular culture have something to do with Hunter’s concept of evangelism in that they 
also are trying to reach people who are ignorant of, or possibly hostile to, Christianity. 
Employing Hunter’s description, the target group of Korean evangelistic media are also 
highly secularized and the pastiches created by Korean Christians are used as strategic 
promotional media through which Korean churches introduce their communities and 
ultimately, invite people to the church and its events. Their evangelistic media may well 
be simulacra, but perhaps they are only following Hunter’s advice by developing seeker-
sensitive missional techniques that will draw the attention of unchurched people 
effectively.  
In fact, parody and pastiche are frequently-used techniques by people who design 
advertising media in contemporary consumerist society. Many companies make 
television commercials and promotional flyers by copying and editing popular cultural 
contents that are familiar to potential customers. According to the law of AIDMA, which 
is the basic principle for advertisement production, there are five steps that customers go 
through from when they see an advertisement until they decide to purchase a product. 
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AIDMA is an acronym for the first initials of the five steps of purchase: attention, 
interest, desire, memory, and action.77 The first step, attention, is also referred to as 
attraction because if a customer is not “attracted” in this step, he/she will not move to the 
next step, such as having an interest in or desiring to buy the product advertised. 
Therefore, many commercial designers use images that are familiar to customers. Images 
that customers already know lower their guard and form an intimacy with them. When 
commercial designers insert familiar images into commercials, therefore, they frequently 
use the techniques of parody and pastiche, paying attention to images that are similar to 
what persons have seen before. At the same time, audiences become curious about the 
subtle differences that an advertisement may contain. By gaining people’s attention 
successfully, the promotional pastiches lead the about-to-be customers to the next step of 
purchase.78    
Pastiches, then, become effective, basic techniques selected strategically by 
Korean churches to practice evangelism in a consumerist and secularized society. They 
lead secular people to come closer to Christian communities by attracting their attention. 
In particular, those imitations are helpful in reducing the religious accent of the messages 
of Christian evangelism. To put it in Hunter’s terms, the evangelistic pastiches present 
“culturally distilled” and “meaningfully interpreted” messages so that non-Christians can 
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accept them easily.79 They are fun, familiar, and easily accessible. They are interesting 
enough to give secular people positive impressions of the church, which are contrary to 
the general understanding of the church as a culturally exclusive group.  
Even though Hunter’s approach to evangelism is compatible with evangelistic 
pastiches of popular culture, I argue nonetheless that, as simulacra, they are unfortunate 
media for communicating the gospel. Hunter insists that the church should emphasize its 
openness to non-Christians, and it should change its forms and methods in such a way as 
to attract secular people and reduce the strangeness of the gospel. What he overlooks in 
his argument, however, is that the media regulate the message, as McLuhan affirms.80 
The way one communicates a message transforms the message itself. Hunter asks 
Christians to be an apostolic community that faithfully communicates the gospel by 
utilizing culturally adjusted images of the church. But what is delivered is nothing but 
simulacra of the church which are irrelevant to the gospel.  
The church is a gathering of people who practice the reign of God in tangible 
ways by following Jesus Christ and who attempt to realize the love and justice of the 
kingdom of God through his life and ministry.81 In the church, Christians are reminded of 
their distinctive identity by participating in worship and sacrament. They learn the work 
of God, the life of Jesus Christ, and the practices of the early Christians by listening to 
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sermons. They witness to the gospel by caring for each other, having mercy on the weak, 
and doing acts of justice.82 The church is essentially a new, radical, and alternative 
community that communicates the good news by its very existence. Thus, the church is 
fundamentally evangelistic.83     
Evangelistic strategies that reduce the subversive characteristics of the church are 
mere simulacra: they feign the reality of the church with a hyper-reality that fail to 
introduce persons to God’s reign or initiate them into it. Indeed, the culturally familiar 
and attractive images delivered through the pastiche images of popular culture efface the 
meaning of the church. The church to which Korean churches’ evangelistic pastiches 
point is little more than a place where pastors entertain, where enjoyable programs are 
provided, and where Christian musicians sing songs similar to popular music and people 
can meet soul mates. In other words, evangelistic media imitating popular culture only 
stress distilled characteristics of the church similar to other entertaining social bodies. 
Even though those contents are successful in giving a positive impression of the church to 
non-Christians, they inevitably deny the true meaning of the church. 
  
To sum up, Baudrillard’s theory of simulacra helps to evaluate Korean churches’ 
evangelistic pastiches of popular culture. Regardless of what Korean churches intend, 
when they utilize these imitations of popular culture, those media become mere 
simulacra. As Baudrillard affirms, mass media continuously create imitations of images 
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while people of postmodern society are fascinated by hyper-reality so that they cannot be 
aware of reality. It may seem like simulacra have a self-replicating ability and that the 
monopolistic power of simulacra in the world of mass media exceeds human control. 
Likewise, Korean churches’ evangelistic media are simulacra made by pastiches of 
popular culture. What these evangelistic simulacra communicate are nothing but hyper-
gospel or virtual churches. While people are fascinated by those unreal images of 
Christianity, evangelistic simulacra possibly mask the existence of the kingdom of God in 
the world, as the icons did for iconoclasts. Therefore, I may conclude that the evangelistic 
pastiches, which possess the abominable power of simulacra, may not witness the 
kingdom of God which is real and which is also practiced by Christians in this world.84 
           
 
 
                                                     
84 Jean Baudrillard, The Perfect Crime, trans. Chris Turner (New York: Verso, 
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CHAPTER SIX 
TOWARD A ROBUST RELATIONSHIP BETWEEN 
CHRISTIAN EVANGELISM AND POPULAR CULTURE 
 
In the previous chapters, I examined the artistic and theological meaning of 
imitations of popular culture that Korean churches created as a means of evangelism. 
Based on Fredric Jameson’s concept of pastiche and Jean Baudrillard’s theory of 
simulacra, I suggested the possibility that those imitations are problematic media for 
witnessing to the radical messages of the gospel. In brief, the aimless and depthless 
characteristics of the imitations prove that they are pastiches, which Jameson describes as 
“blank” parodies.1 Even though Korean churches do not intend to produce meaningless 
counterfeits of the contents of popular culture, the result of the mimicry is simulacra that 
are irrelevant to the original intention of the primary materials, and that ultimately deny 
the meaning of the original works. Simulacra present nothing but “hyper-real”2 images, 
which depict things that do not exist in the real world. I concluded that the message of 
Korean churches’ evangelistic pastiches is a hyper-real gospel that is unable to bear 
witness to the subversive and radical nature of the reign of God.      
When it comes to the artistic form (pastiche) and the philosophical meaning 
(simulacra) of the evangelistic imitations of popular culture, there appears to be an 
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(Durham, NC: Duke University Press, 1992), 17. 
 
2 Jean Baudrillard, Simulacra and Simulation, trans. Scheila Faria Glaser (Ann 
Arbor, MI: The University of Michigan Press, 1994), 20. 
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inescapable dystopian conclusion that these imitations are inappropriate media for 
Christian evangelism. At the same time, the cultural hybridity that Korean churches 
create by imitating popular culture is still significant theologically in that it suggests the 
possibility that Christian evangelism and popular culture might be closely connected. It is 
not popular culture itself that is necessarily the problem. The issue is how to build up the 
engagement with popular culture in critical and constructive ways. Thus, it is important 
to explore possible interpretations of the hybridity of evangelism and popular culture 
from other perspectives. In this chapter, I will explore ways Christians relate evangelism 
to popular culture through cultural parody, which is different from pastiche or 
simulacrum. I will suggest a robust way of practicing Christian evangelism through 
engagement with popular culture, given its significant influence on people. 
 
The Cultural Relationship of Christianity and Other Cultures 
Before looking at the positive role of parody in practicing evangelism, it is 
meaningful to address why the cultural “relationship” is so important in this theological 
study of Christian evangelism and popular culture. According to Kathryn Tanner, culture 
is not a self-contained and clearly-bounded unit that controls every participants’ lives.3 
Unlike the modern anthropological view of culture, in other words, culture is not a 
monolithic, independent, and static entity. Tanner criticizes this modern understanding of 
culture because it undercuts the irregular, inconsistent, and plural nature of culture under 
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the influence of social determinism. This modern view of culture also supports an 
anthropological reductionism that introduces a particular cultural pattern of a group of 
people into a universal standard of the entire human culture.4 
For Tanner, by contrast, culture is a plural and shifting reality of human society 
that is formed by diverse socio-historical interactions. Throughout the interactions, 
including “changes, conflicts, and contradictions,” humans constantly develop culture 
and create various cultural forms that reflect their important values and beliefs.5 Of 
course, this does not mean that a culture can include every social behavior of its 
participants within its framework. It is supported by only a certain level of consensus 
from a particular group of people of a society. The consensus is not eternal and it often 
faces questions that are raised by the internal conflict of the members. Participants of a 
culture continuously debate whether they preserve, revise, or discard certain cultural 
forms.6 Culture is, therefore, a modified voice of the members of a particular group and it 
naturally comes to be unstable and flexible. 
Moreover, Tanner affirms that culture is not a marker of a particular society. The 
same cultural forms can be found in other groups of people and a group of people can 
have multiple cultural forms. Even though the same cultural materials are used in 
different cultural realms, however, it does not necessarily mean that the application of 
those materials, namely cultural forms, is similar. Each society has its way of consuming 
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and transforming cultural materials and therefore, the same cultural elements are 
expressed in different styles. What differentiates each society is, therefore, not the 
boundary but the distinctive usages of the cultural materials and the unique cultural 
forms. In this vein, cultural identity is not an isolated, independent characteristic of a 
society. It is established through hybridization of diverse cultural sources that are 
adjusted to the context of the society.7   
Based on Tanner’s understanding of culture, it is incorrect to imagine Christianity 
as a solid, uniformed, and clearly cut cultural entity. Like other cultural entities, 
Christianity is one subset of the wider frame of human culture in which various cultural 
forms are intermingled. Christians constantly find, develop, and challenge cultural forms 
to create the wholeness of Christian way of life.8 When Christians form Christian culture, 
of course, they use not only Christian cultural elements but also other cultural materials. 
That is because Christians belong to a particular religious tradition and at the same time, 
they are humans who live with non-religious cultural forms. Therefore, Christian culture 
is “essentially relational.”9 What differentiates Christian culture from other cultures is not 
its independent, or even discrete, character, but its distinctive aim for utilizing cultural 
forms that other cultures share.  
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Tanner sees the church as the substantial marker of Christian cultural identity. 
The church is an association of Christians who use cultural materials in a way that is 
confirmed by a particular standard, which I would propose as the logic of the kingdom of 
God. In other words, the church uses those cultural materials for the sake of its distinctive 
aim, such as designing its services, educating congregations, or witnessing the gospel. 
The church’s particular aim, which is different from the general purposes of non-
Christian communities’ usage of cultural materials, leads it to utilize cultural sources in a 
distinctive and alternative way. It eventually makes the church enact as a visible Christian 
cultural identity by engaging the new, distinctive, and even radical cultural practices. 
Therefore, the way Christians shape, practice, and challenge the borrowed materials to 
form Christian culture genuinely becomes a witness to the subversive order of the 
kingdom of God.10    
Tanner’s understanding of culture, Christian culture, and the church suggests an 
important point for this study of Korean churches’ evangelistic imitations of popular 
culture; every culture, including Christian culture, is relational. As she insists, the 
hybridization of multiple cultural elements is necessary in the process of forming a 
culture. It means that the hybridization of Christianity and popular culture is natural and 
even neutral since it is the way a culture is formed. Simply because the Korean churches 
blend two or more cultural materials to create evangelistic imitations is not the problem, 
nor is that fact alone sufficient to conclude that those media are inappropriate means of 
evangelism. Rather, Tanner’s argument suggests the possibility that imitations of popular 
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culture might well be effective means of evangelism insofar as they illustrate and enact 
Christians’ distinctive way of using popular cultural contents.   
 
Cultural Hybridity and Cultural Translation 
Hybridization of different kinds of cultural materials is indispensable in the 
process of making cultural forms. If so, how can Christians present their distinctiveness 
with the cultural hybridization and how do they ultimately bear witness to the gospel 
within these hybridized cultural forms? To reply to this question, I will look at other 
theories related to cultural hybridity and the utilization of cultural elements. Post-colonial 
theorists have given sustained attention to cultural hybridity that will be helpful in 
imagining the distinctive ways Christians appropriate the contents of popular culture for 
the sake of Christian evangelism. In the following paragraphs, I will review Homi 
Bhabha’s theory of hybridity and Robert Young’s concept of cultural translation. Their 
understanding of cultural hybridization will provide a theoretical framework for 
conceptualizing the positive role of imitation in forming a relationship between 
Christianity and popular culture.  
Homi Bhabha approaches the concept of cultural hybridity from the perspective 
of postcolonial discourse. Bhabha affirms that culture has a political power because when 
a culture is changed, the entire society that belongs to the cultural realm is also 
changed.11 Thus, cultural hybridization is a political process of creating new material 
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forms of life by mixing two, or more, different cultures. A new culture is developed as 
different cultural norms encounter, mediate, intermingle, and conflict with one another. 
This process of hybridization is powerful enough to destroy and distort the original 
cultural forms of a society. However, it also results in new, dynamic cultural forms.12  
To give a concrete example of the political appearance of the cultural 
hybridization, Bhabha pays attention to how the cultural forms of the colonizers are 
transferred to colonial contexts. According to him, colonizers recognize that a cultural 
standard, which they have regarded as a fixed value in their own cultural realm, does not 
have the same efficiency in the colonial societies.13 As colonists accept cultural elements 
of the colonizers, they transform them in accordance with the contexts of the colonies. In 
other words, they contextualize and translate cultural materials of the colonizers in the 
languages of the colonies and according to their own cultural logic. As a result, the 
cultural forms of the colonizers are intermingled with the cultural interpretation of the 
colonists so that they become different from the ones that the colonizers once brought 
into the colonies. The hybridization of the cultures of the colonizers and the colonists 
results in something new and different. 
The cultural forms created by hybridizing cultures of the colonizer and the 
colonist are necessarily ambivalent in that they include characteristics of both cultural 
contexts. Bhabha explains this ambivalence of the hybridized culture with the concept of 
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mimicry. Unlike copy, which simply follows the same appearances as the original, 
mimicry is valid only when it is similar to the original but also when it leaves room for 
difference. He emphasizes that difference is essential in determining the ambivalence 
because without it, a culture is easily assimilated with the original. 14 Thus, the true 
meaning of mimicry is creating difference from a similar cultural basis. This ambivalence 
arising from difference is essential in creating a new cultural identity in the context of the 
colony.15  
Although Bhabha develops his understanding of cultural hybridization within the 
post-colonialist context, his idea is imperative for the broader study of culture.16 In 
particular, his emphasis on ambivalence has something to do with Tanner’s idea of the 
“relational” aspect of human culture.17 If every culture is relational, it is also true that 
every culture retains the characteristics of both, or multiple, cultures encountered. Unless 
there is a power dynamic of complete dominance or complete sub-ordinance in the 
                                                     
14 Bhabha interprets this ambivalence of the colonist cultural mimicry as political. 
He thinks that colonizers use the result of the mimicry as a means of ruling the colonists, 
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relationship of cultures, which is rarely possible in reality, ambivalence is an 
indispensable feature of cultural hybridization.  
Since the meaning of cultural ambivalence denies the total dominance of one 
culture over another culture, the characteristic of the hybridized culture is a mixture of 
similarity and difference. However, as Bhabha insists, the ambivalence is determined, 
and also maintained, not by similarity but by difference. Without difference, a newly 
created culture is nothing but the subset of its original.18  
Meanwhile, Robert Young explains the ambivalence of cultural hybridity with the 
concept of translation. According to him, cultural translation describes the ways people of 
each culture re-interpret and accept unknown cultural elements of other cultures, when 
two, or more, cultures are in contact.19 Basically, the concept of cultural translation is 
similar to a literal translation; one transmits a foreign element into a familiar form. A 
linguistic translation begins with the presupposition that the two languages are 
equivalent, since languages are value neutral. Unlike linguistic translation, however, a 
cultural translation is supposed to mediate unequal cultural elements because the values 
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of those cultural terms are relatively estimated according to individual cultural 
perspectives.20   
Therefore, Young affirms that the concept of cultural translation presumes 
“untranslatability.”21 Since none of the members of a cultural group have the same 
interpretation of cultural forms, cultural translation is available only when it reaches the 
level of individual cultural differences. Even if one can reach that level, it is impossible 
to find an equivalent cultural element with which one can transmit a cultural form as a 
whole. What is transferred through cultural translation is only a part of a culture and the 
remaining part is filled with individual interpretations of the encountered culture. 
Therefore, Young claims that cultural translation is always “foreignizing” of an existing 
culture.22   
However, the untranslatability of cultural translation has a creative power in it. 
Although a cultural form loses its original implicit values and patterns when it is 
intermingled with the other cultural context, it ends up instead with a hybridization of 
those two cultures.23 In this vein, cultural translation is not a process of transforming one 
cultural form into the other. Rather, it is a process of creating new and different cultural 
                                                     
20 Young, 171 
 
21 Ibid., 166. 
 
22 Ibid., 171. 
 
23 Robert J. C. Young, Colonial Desire: Hybridity in Theory, Culture and Race 
(London: Routledge, 1995), 193. 
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forms by hybridizing cultural elements, perspectives, and practices.24 Like the differences 
that mimicry creates in the process of hybridization, the untranslatable parts of culture 
prevent cultures from simply being fused with or assimilated by each other. The fact that 
it produces cultural forms that contain individual particularities, therefore, reflects the 
creativity of cultural translation.  
It is significant that both Bhabha and Young emphasize the meaning of difference 
and ambivalence in the concept of cultural hybridization. As Young insists, cultural 
hybridity rejects a “simple mélange” of different cultural forms.25 Instead, the new 
cultural entity shares similarity with its original sources but also contains its own 
particularities. Cultures are relational, and cultural relationships are built on new and 
different interpretations of various cultural elements as well as the common denominators 
that the newly created culture shares with the original culture.  
In that cultural relationships originate from the continuously produced 
differences, moreover, a parody can be a significant means of hybridizing cultures. As 
Hutcheon describes, a parody is an artistic technique that represents an original artwork 
by producing a critical distance from the original.26 In the following paragraph, I will 
discuss the positive role of parody in building a relationship between different cultures. It 
will help us imagine how evangelistic parodies of popular culture might be an effective 
means of forming an ambivalent relationship between Christianity and culture and how 
                                                     
24 Young, Colonial Desire, 194. 
 
25 Young, “Cultural Translation as Hybridisation,” 156. 
 
26 Hutcheon, A Theory of Parody, 32. 
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Christians might bear witness to the kingdom of God through those parodies and 
ambivalence they produce.  
 
Parody, an Effective Means of Relating Christianity and Popular Culture 
It is noteworthy that there is a thread of connection among Bhabha, Young, and 
Hutcheon; they emphasize the importance of difference in creating a new cultural, or 
artistic, form. According to Bhabha, mimicry prevents a culture from being fused with 
the original culture by continuously creating differences between those two cultures. 
Hutcheon also affirms that what maintains the identity of an artwork as a parody is its 
difference from the original materials. Young supports those two scholars’ ideas by 
insisting that cultural forms cannot be translated in an identical manner, so that the result 
of cultural hybridization always includes elements that are different from the original 
cultural sources. To sum up those three theorists’ concepts that the hybridity of two, or 
more, cultures is formed not only by sharing similar cultural elements but also 
representing them differently in accordance with each culture’s intrinsic standards.  
If uniqueness is such an important matter in connecting cultures, an artistic 
technique that emphasizes difference, such as parody, can play a critical role in building 
it. According to Hutcheon, parody is a re-presentation of the original artwork.27 It 
includes an aspect appropriating the original material and an aspect distinctively 
expressing the individual understanding of the original. By offering “repetition with 
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192 
 
 
 
difference” of the common cultural elements, one can create a parodic hybridization of 
cultures.28  
It is thus possible to imagine a relationship of Christianity and popular culture 
established through parody. As Tanner insists, Christians use not only Christian cultural 
elements, but also other cultural elements to create the wholeness of a Christian way of 
life.29 It means that there are common cultural materials which belong to both Christian 
culture and popular culture. However, when Christians create Christian cultural forms, 
they transform and represent common cultural elements that also belong to popular 
culture. Christians’ approach to popular cultural elements can be understood as a parodic 
appropriation because Christians utilize the same kind of cultural materials in a different 
manner based on their understanding of the gospel.30  
Moreover, a new use of popular cultural elements can be a witness of Christian 
faith. The usage of cultural materials within popular culture is basically consumerist and 
mass-centered. The cultural forms of popular culture are also “vulgar” in that they reflect 
everyday life and experience31 However, Christians utilize the cultural materials shared 
with popular culture in a different manner. The difference created by a parodic 
                                                     
28 Tanner, 101. 
 
29 Ibid., 97. 
 
30 Ibid., 79. 
 
31 Robert Pattison, The Triumph of Vulgarity: Rock Music in the Mirror of 
Romanticism (New York: Oxford University Press, 1987), 8-9. 
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relationship with popular culture can be a means of Christian evangelism which 
proclaims a new, creative way of human life. 
As an example, let us go back to the evangelistic postcard that the Baltimore 
Baptist Church made by parodying the famous American TV show, Modern Family. The 
evangelistic postcard is a good example of how Christianity and popular culture can be 
hybridized culturally in the form of parody.  As mentioned in Chapter 4, the church 
designed this postcard to invite people to its new online program which would deal with 
contemporary family issues. By intentionally replacing the image of the gay couple, 
which was shown in the opening title sequence of the TV show, with a non-gay couple, 
the church clearly presented its concerns about contemporary society and gave witness to 
its beliefs about the proper constitution of families. Although its interpretation of the 
gospel and the way it presented what it believed is controversial, the parodied medium 
clearly showed the church’s critical approach to the contents of the original TV show, its 
understanding of the issues facing contemporary families, and its religious interpretation 
of those issues.  
Whatever one thinks about the church’s controversial position on the subject of 
homosexuality, the postcard affords us a glimpse of what an evangelistic parody that 
hybridizes Christianity and popular culture might look like. It appropriates cultural 
elements, such as images and themes, from popular culture. However, it adds a Christian 
interpretation that critically responds to contemporary issues in light of what they believe. 
The creative distance between the original content of popular culture and the evangelistic 
medium arouses interest for the viewers of the parody, and also delivers its message. 
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What then would be the common features of Christianity and popular culture? 
There are a wide range of common cultural denominators that Christianity and popular 
culture share. Among them, I hypothesize “popularity” as an element through which 
Christianity and popular culture can be connected. Here popularity does not refer to the 
cultural preferences of the majority; instead, it refers to what humans experience in their 
everyday life. Popularity also reflects people’s emotions of joy, sadness, anger and 
happiness. To use the postcard again as an example, family issues are what people 
experience in their everyday life and those issues elicit emotions that people relate to. It 
shows that cultural popularity means not only people’s temporal interest in certain 
contents of popular culture but also human’s existential concerns aroused from their daily 
life. In other words, it includes one-off events and prolonged matters of human life.32 I 
hypothesize that the latter meaning of popularity has something to do with the 
intersection between Christianity and popular culture. In that popularity reflects the 
fundamental features of human life, its meaning is similar to “catholicity,” 
“contextuality,” and “vulgarity.”33   
Since popularity is about humanness, people tend to respond easily to, enjoy, 
resonate with, and sympathize with popular cultural contents.34 Christianity and popular 
                                                     
32 Kwang Sub Shim, “Theology of Popular Culture,” in K-Pop Wave and K-
Christianity, ed. Korean Society for Theology of Culture (Seoul: Dong Yeon, 2013), 225-
226. 
 
33 Sung Bong Park, An Aesthetics of the Popular Culture (Seoul: Dong Yeon, 
1995), 178-180. 
 
34 Kook Won Shin, Theories of Popular Culture for Transformation and Shalom 
(Seoul: InterVarsity, 2004), 101-103. 
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culture share cultural elements that reflect the same kinds of human experience. In his 
book, Understanding Theology and Popular Culture, Gordon Lynch states that popular 
culture involves “shared context, practices, and resources of everyday life.”35 He suggests 
that the routineness of humanity that popular culture reflects can be a point of contact at 
which theology engages with popular culture. The feelings, emotions, questions, and 
concrete narratives of everyday human life are the common concern of Christianity and 
popular culture from which the hybridization of both cultures occurs.  
Again, this does not mean that Christians express the popular in the same manner 
as the contents of popular culture. Like other cultural elements, Christians approach and 
appropriate the “popular” contents of popular culture based on a certain set of 
convictions. 36 Employing the insight from Hutcheon and Tanner, Christians represent 
those contents in a distinctive way that manifest the virtues of God’s peaceable kingdom. 
For example, Christians refuse to manipulate existential questions and the sincere 
emotions for the sake of creating marketable cultural products. By rejecting the 
consumerist logic of the popular cultural industry, Christians practice a more subversive 
approach to the popular.  
                                                     
 
35 Gordon Lynch, Understanding Theology and Popular Culture (Oxford: 
Blackwell, 2005), 13. 
 
36 Ronald Sider, Philip Olson, and Heidi Unruh, Churches that Make A 
Difference: Reaching Your Community with Good News and Good Works (Grand Rapids, 
MI: Baker Books, 2002), 64-69. 
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According to Andy Crouch, Christians can cultivate a distinctive culture by 
serving the daily need of humanity following the servant hood of Jesus. It is a creative 
response to the cultural calling of Christians.37 Their radical approach to the popularity 
that follows the subversive life of Jesus highlights an ironic difference from the popular 
cultural consumption of human life.  
Insofar as Christians approach the popularity reflected of the contents of popular 
culture in a parodic way, the hybridity of Christianity and popular culture is evangelistic. 
It invites persons into the visible reality of the reign of God in which the “popular” 
concerns of humanity can find new, creative approaches through which people can 
imagine different ways of life. In this regard, evangelistic parodies are different from 
strategic evangelistic media that aim only at bringing people into the church and from the 
depthless utilizations of the entertaining contents of popular culture that simply stimulate 
people’s interest. The evangelistic parody can be a medium that reflects the faithful 
embodiment of the subversive and radical virtues of God’s reign. It also presents a 
different interpretation of the meaning of everyday life that Christians and non-Christians 
experience in common. 
 
 
 
 
                                                     
37 Andy Crouch, Culture Making: Recovering Our Creative Calling (Downers 
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CONCLUSION 
 
This dissertation was initiated by the question: Can so-called “parodies” of 
popular culture play a role as significant evangelistic media? To answer this question, I 
have taken a practical theological approach as the primary methodology of studying the 
evangelistic parodies of popular culture with which Korean churches have lately been 
obsessed. I used Don Browning’s four steps of fundamental practical theology in this 
dissertation. Browning holds that every human practice, including religious practices, is 
“theory-laden” and engenders practical questions.38 He affirms that one should approach 
a Christian practice from multi-dimensional perspectives to review the practice 
theologically. Thus, he suggests that a practical theological research should consist of 
four sub-movements: descriptive, historical, systematic, and strategic theologies.39  
Based on Browning’s understanding of a practical theological methodology, I 
attempted to discover the answer to the primary question originated by Korean churches’ 
practice of creating evangelistic media that mimick the contents of popular culture. 
Firstly, I briefly described the reason why this particular practice was spotted on my 
theological radar. Since the digital technology had rapidly developed and various kind of 
UCC (User Created Contents) dominated online communities in Korean society, many 
Koreans have created imitations of famous cultural contents to lend a wider public appeal 
                                                     
38 Don Browning, A Fundamental Practical Theology: Descriptive and Strategic 
Proposals (Minneapolis, MN: Fortress Press, 1996), 6-7. 
 
39 Ibid., 47. 
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to their messages. Because of their familiarity, imitations of popular culture have become 
a cultural format with a great ripple effect. Popular movie posters and famous paintings 
were the most widely used materials. Imitation, or parody, of popular culture became a 
widespread phenomenon in Korean society.  
Sooner or later, Korean churches jumped on the cultural bandwagon of creating 
imitations. Numerous Korean churches “parodied” popular culture. In particular, they 
utilized those media for the sake of Christian evangelism since the cultural familiarity of 
those contents let Christians easily approach non-Christians. They re-edited famous 
music videos, video clips, and movie posters. They also published evangelistic flyers by 
copying the themes of popular TV shows. Some Korean churches held events offering 
rewards to church members who would bring the most non-Christians to church. Some 
Christian music labels even formed Christian music boy/girl bands targeting specific 
consumers.     
Apart from any consideration of the low quality of those Christian imitations, the 
very practice of copying the content of popular culture under the name of Christian 
evangelism gave rise to the question of whether Christians can effectively and faithfully 
communicate the gospel through a so-called parody of the contents of non-Christian 
culture. In other words, the theological significance of the evangelistic “parodies” of 
popular culture originated not from their quality but from their applicability to the context 
of Korean Christianity. As I have shown, the pragmatic understanding of the theology of 
cultural mission supports this cultural movement of Korean churches. In fact, the 
theology of cultural mission demonstrated two possible appearances of practicing cultural 
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mission; Christians transforming culture and Christians utilizing culture. Firstly, cultural 
mission meant a Christian practice that Christians would transform culture in accordance 
with the gospel. It understood human culture as the object of Christian evangelism in 
which Christians would extend the kingdom of God. Suggesting alternative culture based 
on the values of Christian gospel was one of the practices that this understanding of 
cultural mission would be exercised.40  
Another appearance of the practices of cultural mission that Korean theologians 
presented was related to how to utilize contemporary cultural contents in Christian 
ministry. Unlike the first understanding of cultural mission, this definition regarded 
human culture as tools with which Christians could witness the gospel in a culturally 
refined way. The practical usages of the contents of popular culture in Christian ministry, 
which is mentioned above, would be the example that practice this concept of cultural 
mission.41 Because of its pragmatic characteristic and instant applicability to ministry, 
many Korean churches put more weight on the second definition of cultural mission. In 
the end, cultural mission accelerated Korean churches’ active utilization of secular 
cultural materials, including the contents of popular culture. They eventually devised the 
“parodies” of popular culture with which they took advantage of popular culture for the 
sake of Christian evangelism.  
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Even if the pragmatic intention motivated Korean churches to create imitations of 
popular culture, it was still doubtful whether those imitations are “parodies” or not. To 
examine the meaning of “parody” in the practice that Korean churches imitate popular 
culture for the sake of evangelism, I approached that particular artistic technique from 
multi-dimensional perspectives, including aesthetical, philosophical, and theological 
approaches. It is not clear why Korean churches named their evangelistic media as 
“parodies.” One of the possible reasons is that Korean churches appropriated the contents 
of popular culture and therefore, their media were similar to the original materials. 
According to Linda Hutcheon, however, the similarity of an artwork to its original piece 
of art does not determine it as a parody. Instead, the nature of a parody is reflected in its 
difference from the original material. A parodist represents an existing artwork by adding 
different features. Thus, the differentiated contents reflect the parodist’s artistic 
intention.42        
My analyses of the evangelistic “parodies” of popular culture, however, showed 
that it was hard to find the essential differences that Korean churches intentionally added 
in the evangelistic “parodies” of popular culture. I supposed that it was because the 
primary purpose of Korean churches’ evangelistic imitation was practically utilizing 
popular culture to attract people’s attention. They thought those media would lead the 
viewers of those evangelistic imitations to churches. However, the pragmatic approach to 
popular cultural materials made Korean churches overlook the aesthetical and theological 
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meaning of “parody.” In that those imitations of popular culture merely presented random 
editions of famous images or video clips, I hypothesized that they are closer to pastiche 
than parody.  
Fredric Jameson’s concept of pastiche supported me in examining the aesthetical 
meaning of Korean churches’ imitation of popular culture. Unlike parody, which 
represents an artwork following a parodist’s intention, Jameson states that pastiche solely 
aims at copying and pasting images.43 A pasticheur randomly chooses images from 
various artworks and edits them together to make a piece of pastiche. The choice and 
edition of images depend on the pasticheur’s preference or interest so that it is hard to 
find serious intentions, such as satirical or eulogistic intents, from an artwork of pastiche. 
In this vein, Jameson’s term, “depthless,” appropriately describes the nature of pastiche; 
it is meaningless but pragmatic.44    
Based on Jameson’s theory, I proposed that Korean churches’ imitations of 
popular culture, which were known as “parodies,” were, in fact, “pastiches.” Korean 
churches utilize famous contents of popular culture only to create attractive media. Thus, 
in the latter part of the dissertation, I used “pastiches” instead of “parodies” to designate 
Korean churches’ evangelistic media. The verification of the proper term of reference for 
those media is important for the argument of this project because the characteristic of a 
media determines the nature of its message. Employing the insight from Marshall 
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McLuhan, I emphasized the proper acknowledgment of the artistic form of the 
evangelistic media.45  I also linked the aesthetical analysis of those media to the 
philosophical and theological approaches to the evangelistic pastiches. 
In a more philosophical stage of my argument, I examined whether those 
pastiches of popular culture would be adequate media through which Christians could 
witness to the gospel. In particular, I used Jean Baudrillard’s concept of simulacra to 
analyze the messages of those evangelistic pastiches. According to Baudrillard, simulacra 
are creations of repetitive imitations. They lose the primary role of imitation, which is the 
representation of the reality, and present hyper-reality which does not exist in the real 
world. Simulacra lead people to ignore the domination of counterfeits over reality and to 
accept those mimicries as real.46  
Based on the fact that both are mixtures of randomly chosen imitated images, I 
proposed that pastiches more likely result in providing simulacra of Christianity. Since 
simulacra deliver messages about hyper-reality, I also concluded that the evangelistic 
pastiches witness to a “hyper-gospel,” which is inadequate as a signifier of the subversive 
reality of the kingdom of God that God started with the life and ministry of Jesus, and in 
which Christians are called to participate with the help of the Holy Spirit. As mentioned 
above, the evangelistic pastiches of popular culture only deliver interesting and 
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entertaining facts about the church that are irrelevant to the nature of the church as an 
entity in which Christian participate in the reality of God’s reign.  
For a deeper analysis of the theological meaning of the pastiches of popular 
culture as a means of evangelism, I employed three different scholars’ theories of 
Christian evangelism. Bryan Stone understands evangelism as Christians’ faithful 
embodiment of the gospel. He thinks that Christians can accomplish the purpose of 
evangelism by faithfully witnessing and practicing the distinctively peaceful and 
subversive virtues of the reign of God.47 William Abraham insists that Christian 
evangelism needs more than the verbal proclamation of the gospel. According to him, 
evangelism includes “a primary initiation” of new Christians to the kingdom of God 
through proper religious disciplines.48 Meanwhile, George Hunter takes a pragmatic 
approach to Christian evangelism by examining its meaning in secularized Western 
society. He asserts that the ultimate concern of evangelism is bringing the secular people 
(back) to the church.49 Thus, Christians should practice evangelism as a way of 
strategically moderating the religious color of Christianity so that secular people come to 
church with less resistance. 
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Employing the insights from those scholars’ understanding of Christian 
evangelism, I suggested the possibility that those imitations are unfortunate media for 
witnessing the radical messages of the gospel. In brief, the aimless and depthless 
characteristics of the imitations prove that they are pastiches which Jameson describes as 
“blank” parodies.50 Even though Korean churches do not intend to produce meaningless 
counterfeits of the contents of popular culture, the result of the mimicry is simulacra that 
are irrelevant to the original intention of the primary materials, and that ultimately deny 
the meaning of the original works. Simulacra present nothing but “hyper-real” images, 
which depict things that do not exist in the real world.51 I concluded that the message of 
Korean churches’ evangelistic pastiches is a hyper-real gospel that is unable to bear 
witness to the subversive and radical nature of the reign of God.      
When it comes to the artistic form (pastiche) and the philosophical meaning 
(simulacra) of the evangelistic imitations of popular culture, there appears to be an 
inescapable dystopian conclusion that these imitations are inappropriate media for 
Christian evangelism. At the same time, the cultural hybridity that Korean churches 
create by imitating popular culture is still significant theologically in that it suggests the 
possibility that Christian evangelism and popular culture might be closely connected. It is 
not popular culture itself that is necessarily the problem. The issue is how to build up the 
engagement with popular culture in critical and constructive ways. Thus, it is important 
                                                     
50 Fredric Jameson, Postmodernism: Or, The Cultural Logic of Late Capitalism 
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to explore possible interpretations of the hybridity of evangelism and popular culture 
from other perspectives.  
Therefore, I suggested a possible way to utilize the concept of parody as a means 
of building a cultural, evangelistic relationship between Christianity and popular culture. 
Building on Kathryn Tanner, Homi Bhabha, and Robert Young, first of all, I engaged the 
concept of cultural hybridity. According to Tanner, every culture is relational.52 Christian 
cultural identity is formed by hybridizing the Christian tradition and other cultural 
elements. However, it is noteworthy that the hybridized culture would be different from 
its cultural sources. According to post-colonialist theorists, such as Bhabha and Young, 
the hybridization of two different cultures would result in a new, creative cultural entity. 
In that the cultural hybridity makes different cultural forms out of the original cultural 
elements, the hybridization of two, or more, cultures means more than a simple fusion of 
those cultural entities.53  
Based on the fact that cultural hybridity represents the existing cultural elements 
in a new, creative manner, I proposed the possibility that cultural hybridity has something 
to do with the artistic technique of parody. Like parody, the hybridized culture not only 
possesses similarity with its sources but also creates differences, which mark the 
hybridity as a new, creative entity. Thus, I concluded that it would be possible to imagine 
a parodic relationship between Christianity and popular culture. The hybridization of both 
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cultures would result in a parody, which interprets the cultural elements of both cultures 
from a different perspective. If Christians represent the concerns of humanity reflected in 
the contents of popular culture in a Christian way – that is, for Christian purposes –, I 
argue that it can be a way of creating evangelistic parodies of popular culture. By 
approaching common concerns from a distinctive perspective shaped by the logic of the 
kingdom of God, Christians can present a creative interpretation of humanity, and it will 
be a way of witnessing the life realizing God’s reign in the world through parody.  
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Appendix A. 
 
 
 
The upper picture is the title image of “Gangnam Style” music video and the lower 
picture is the title image of “Church Style,” which is an imitation of “Gangnam Style” 
created by a Korean church.    
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Appendix B. 
 
 
 
The upper image is the “Amengers” placard hung on a street in Korea. The three pictures 
below that are imitations of famous movie posters: Superman Returns into “Retreat 
Returns,” Lord of the Rings into “Lord of Mission,” and Avatar into “Ah Vat Da,” which 
means “Oh, I saw it” in Korean.  
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Appendix C.  
 
 
These are the “parody” movie posters that a Korean worship leader created. He parodied 
numerous posters of popular movies, such as A Crisis of a Family, The Da Vinci Code, 
The 40-Year-Old Virgin, and Sympathy for Lady Vengeance. He slightly changed the 
titles of those movies into “A Crisis of Satan,” “The Da Vinci Comedy,” “The 40-Year-
Old, Who Has Never Evangelized People,” and “Sympathy for Lady Evangelism.” 
(Clockwise) 
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Appendix D.  
 
 
These are “parodies” of famous Korean TV shows that Korean churches created to 
promote their church events related to evangelism. The first picture is “Mission Man,” 
the original title of which is Running Man; the second picture is “Show Me the Faith,” 
whose original title is Show Me the Money; and the third picture is “Infinite Evangelism,” 
with the original title of Infinite Challenge.  
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Appendix E. 
 
 
 
These pictures are the sensational evangelistic flyer that a Korean church 
designed by imitating a Korean dating reality TV show. The front page (upper picture) of 
the flyer asks, “Do you have a girlfriend? Do you want to have a blind date?” On its back, 
the flyer carried pictures of female/male young adult members of the church under a 
catchphrase saying, “Which one is your type?” Under their pictures, the flyer even 
provided information on their ages and occupations.  
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Appendix F. 
 
Neil, Edward Weston, 1922 
 
 
Neil, after Edward Weston, Sherrie Levine, 1981 
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Appendix G. 
 
 
Mona Lisa, Leonardo da Vinci, 1503-6 
 
 
L.H.O.O.Q., Marcel Duchamp, 1919 
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Appendix H.  
 
 
Luncheon on the Grass, Edouard Manet, 1862-3 
 
 
Luncheon on the Grass, after Manet, Pablo Picasso, 1961 
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Appendix I. 
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These three pictures show the difference between parody and pastiche. The first picture is 
The Last Supper painted by Leonardo da Vinci in 15th century. The second image is a 
parody of da Vinci’s work by changing the scene and characters. Its message is clear: 
Jesus’ supper is for all human beings. Meanwhile, the last picture is a pastiche created by 
a clothing company. It appropriates the theme of The Last Supper, but its viewers cannot 
catch anything more than its similarity to a famous painting. 
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